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INTRODUCTION 


THE PRESENT TRANSLATION OF "De tañer vihuela” from Book IV of 
Juan Bermudo's 1555 Declaracion de instrumentos musicales! was 
undertaken with the aims to make this significant primary source on 
the vihuela and its repertory available to scholars and performers, and 
to clarify in the translation and annotations a few of the issues that 
may be obscure or disputed in Bermudo's treatise. 

While the original text of Bermudo's 1555 publication has been 
accessible to the public since 1957, neither an English translation nor 
an annotated edition has been available in print. Consequently, one 
has had to rely on other modern sources both for a translation and a 
discussion of related issues.’ The aim in this translation is to give the 
reader direct access to the original source. By translating only one 
section, however, Bermudo's discussion of the vihuela appears here 
outside of its larger original context as a treatise dealing with general 
music theory and composition, as well as specific issues applied to 
musical instruments. I have sought to remedy this problem with 
explanatory and contextual annotations. 


! This translation is based on Juan Bermudo, Declaracion de instrumentos musicales (Osuna, 
1555; facsimile rpt., ed. Macario Santiago Kastner, Kassel: Barenreiter, 1957). 

? An unpublished translation of the treatise (1971-74) by Gordon Kinney exists on 
microfilm. 


? The main sources that deal specifically with Bermudo's discussion of the vihuela are Marie 
Therese Annoni, "Tuning, temperament, and pedagogy in Juan Bermudo's Declaración de 
instrumentos musicales," Ph.D. diss., Ohio State University, 1989; Antonio Corona Alcalde, 
"Fray Juan Bermudo and his Seven Vihuelas," The Lute 24 (1984), pp. 77-86; Wolfgang 
Freis, "Perfecting the perfect instrument: Fray Juan Bermudo on the tuning and 
temperament of the vibuela de mano," Early Music 23 (1995), pp. 421-36. 

Though Bermudo is mentioned as early as 1902 in Morphy's Les Luthistes Espagnoles 
du XVF siècle, the principal sources dealing with aspects of Bermudo’s text at length, though 
indirectly, are: Miguel de Fuenllana, Libro de musica para vihuela intitulado Orphenica Lyra, 
ed. Charles Jacobs (Oxford: Oxford University Press, 1978); Mark Lindley, Lutes, viols and 
temperaments (Cambridge: Cambridge University Press, 1984); John Ward, “Le probléme 
des hauteurs dans la musique pour luth et vihuela au XVI? siècle,” Le Luth et sa Musique, ed. 
Jean Jacquot (Paris: Centre National dela Recherche Scientifique, 1958/1978), pp. 171-78; 
Ward, "Changing the Instrument for the Music,” Journal of the Lute Society of America 15 
(1982), pp. 27-39, and Ward, "The vibuela de mano and its Music (1536-1576)," Ph.D. 
diss., New York University, 1953. 
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Bermudo's life and publications 

What little information is known about the life of Bermudo 
comes largely from what he reveals in the pages of his own 
publications. Fray Juan Bermudo (01510-61565) was born to a 
wealthy family in the hinterland of the Andalusian province, in the 
town of Écija. Though he had studied music in his youth, his musical 
studies were suspended around 1525 upon joining the Observant 
Minorite order, a Franciscan order of the Friars Minor, vowed to a 
life of poverty, penance, and preaching, which did not encourage the 
study of music. It seems that Bermudo later attended the prestigious 
university of Alcalá de Henares. 

According to Bermudo himself, he began the more thorough 
study of music after becoming seriously ill, which prevented him 
from performing his religious duties. In the first chapter of his 1555 
Declaracion, Bermudo writes: 


Seeing that I could not serve in [the religious office] because I lacked strength, 
and so as not to be idle, I set out to read books of music. On the one hand 
[my] conscience and on the other hand the words of God's servants persuaded 
me to write. My guilt would be great if, knowing the deficiencies that some 
ecclesiastics have, I did not set forth [the laws of] music written by the serious 
doctors in a language that could be understood by all.” 


He intended his writings, then, for the musician in Spain whose 
knowledge of Latin might have been limited, providing a digested 
account of the writings of the great philosophers and theorists on 
music as applied to instrumental playing. Likewise, they are intended 
as a tutor for practical musicians—beginners and professionals, 
singers and instrumentalists. For singers, knowledge of plainchant 
and the modes is indispensable, and according to Bermudo, many 


^ For the most recent discussion of Bermudo's biography and musical formation, see 
Wolfgang Freis, "Becoming a Theorist: the Growth of Bermudo's Declaración de 
instrumentos musicales,” Revista de musicología 18 (1995), pp. 30-42, and Robert Stevenson, 
Juan Bermudo (The Hague: Martinus Nijhof, 1960). 

? fol. 1. "Viendo que en aquello no podia servir, porque me faltavan las fuergas, y que no avia 
de estar ocioso: dime a ver libros de musica. De una parte la consciencia, y de otra palabras 
de siervos de Dios: me persuadian a escrevir. Gran culpa fuera mia, cognosciendo la falta que 
en algunos ecclesiasticos ay: si no pusiera la Musica (que los doctores graves escrivieron) en 
lenguaje, que de todos pudieÑe ser entendida.” 


BERMUDO'S *ON PLAYING THE VIHUELA" iii 


church musicians are ignorant of the rules to be followed in chant. 
For instrumentalists, too, knowledge of plainchant is necessary as the 
basis of musical theory. In addition, Bermudo advises that the music 
of the masters (i.e. the vocal polyphony of Josquin, Gombert, 
Morales) should be set for instruments (intabulated) and played, so 
that instrumentalists become accustomed to playing excellent music 
and correct counterpoint. 

Bermudo's 1555 Declaracion de instrumentos musicales was his 
third and last publication. His two previous publications were the 
1549 Declaración de instrumentos musicales and the 1550 El arte 
Tripharia. Though material from both of these publications is present 
in the 1555 Declaración, which was intended as a one-volume 
collection of his writings, the last publication reveals many new 
developments. The dedication is to Francisco de Zuñiga y 
Avellaneda, fourth Count of Miranda,” and the title page indicates 
that the treatise was examined by two excellent musicians, Bernardino 
de Figueroa and Cristobal de Morales. The latter inspected only Book 
V, “On composition,” writing a substantial preface from Marchena, 
dated 1550 (there was obviously a delay in publication). Bernardino 
de Figueroa, royal chapel master at Granada, inspected the entire 
book, and in his preface mentions two others, a father and son, 
Martín and Hernando de Jaén, as having examined the vihuela 
sections." 

All three of Bermudo's treatises were published in Osuna by 
Juan de León, an important music publisher in Spain. Two 
significant publications by Juan de León that predate Bermudo's 
1555 Declaracion are Alonso Mudarra's Tres libros de Musica en cifras 
para vihuela (Seville, 1546) and Juan Vásquez's Villancicos i 
canciones... a tres y a quatro (Osuna, 1551). 


° See Wolfgang Freis, Becoming a Theorist, pp. 49ff. 
7 Enriquez de Valderrábano was in the service of the same Count of Miranda, to whom he 


dedicated his Libro de musica de vibuela intitulado Silva de sirenas (Valladolid, 1547). 


* A reference to Hernando de Jaén as one of the illustrious sons of Granada, "great musician 
of the vihuela, [vihuelist] to the king of Portugal" is found in Bartolomé José Gallardo 
Ensayo de una Biblioteca Española de Libros Raros y Curiosos, vol. 1 (Madrid: Rivadeneyra, 
1863), p. 870, cited in Isabel Pope, “La vihuela y su música en el ambiente humanistico,” _ 
Nueva Revista de Filología Hispanica 15 (1961), p. 369. See also Juan Ruíz Jimenez, "Luis de 
Narváez and Music Publishing in Sixteenth-Century Spain,” Journal of the Lute Society of 
America 26 (1993), p. 2. 
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Bermudo's 1555 Declaracion comprises 143 folios, divided into 
five books, as follows: 


Bookl  Alabangas de musica [In praise of music], fols. 1- 
20r (20 chapters). 

Book II Covering the rudiments of music, fols. 20v-30v 
(36 chapters). 

Book 111 Covering plainchant and vocal polyphony, fols. 
211-60r (29 chapters). 

Book IV No general title, but titled by section (93 
chapters): 

(a) De tañer organo [On playing the organ], fols. 
60r-91r (Chs. 1-53). 

(b) De tañer vihuela [On playing the vihuela], 
fols. 90v -110r (Chs. 54-86). 

(c) De tañer harpa [On playing the harp], fols. 
110v-113v (Chs. 87-93). 

(d) De tañer el organo, additional section with 
musical examples in choirbook format, fols. 
114r-120r. 

Book V De composicion [On composition], fols. 120v- 
142v (33 chapters). 


In a final note to the reader (fol. 142r), Bermudo refers to sixth 
and seventh books, which, due to a paper shortage, were not printed 
at the same time as the first five.? Book IV (60 folios), contains an in- 
depth study of musical instruments and represents a bit more than 
one-third of the entire treatise (142 folios); the section dealing with 
the vihuela (19 folios) comprises approximately one-third of Book 
IV. 

Bermudo's treatise is intended as a tutor for the beginning player 
as well as a textbook, offering theoretical guidelines for both the 
novice and experienced musician. His discussion in the vihuela 
section centers on two problems for which he presents solutions. The 
first is that players form bad musical habits because they do not play 
good music. The second is that they play out of tune because there is 


? Book Six was not published. It is not known whether Book Seven was ever written. No 
manuscript copy of either is known to exist. 
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no standardized method for fret placement. Vihuelists thus develop 
an ear for corrupt musical intervals. In Bermudo's view, the state of 
music-making in Spain is quite low, hence his constant invective 
against barbarismos musicales: playing incorrect tempos, using the 
wrong accidentals in a mode, and adding too many and tasteless glosas 
or ornamentations in intabulations of vocal works. Because his 
treatise is intended for instrumentalists as opposed to theorists, he 
writes in the vernacular, rather than in Latin. By presenting both the 
beginner and the experienced player with musical guidelines based on 
the theoretical writings of Boethius, Cassiodorus, Macrobius, and 
Ornithoparchus, among others, Bermudo seeks to eradicate musical 
barbarisms. 

In his attempt to remedy bad vihuela playing, Bermudo focuses 
on the main issues of repertory and tuning. One must know the art of 
intabulation in order to play good music, according to Bermudo, and 
one must know how to place the frets by measurements, as opposed 
to by ear, in order to play the music in tune. 

The vihuela text is divided into two sections, dealing with 
repertory and tuning, respectively. Each of these sections begins with 
a brief prologue “to the attentive reader.” Chapters 54-74 discuss 
what the beginning vihuelist should play in order to become a good 
musician, and how he should go about intabulating that repertory for 
his instrument. This section covers methods of intabulation for 
vihuela, guitar, and bandurria, and contains a brief discussion of 

‘consort music for combinations of these instruments. The second 
section, Chapters 75-86, considers how one is to place the frets on 
the vihuela in order to play in tune, that is, according to the correct 
musical proportions of Pythagorean intonation. 


Solmization and theoretical terminology 

Bermudo works within the Guidonian theoretical system, which 
operates on two simultaneous bases: 1) The gamut, a continuum of 
the diatonic scale duplicated over several octaves and represented by 


the letters G (T) through F, and 2) solmization, a pattern of six notes 
called a hexachord (ut, re, mi, fa, sol, la), where the half-step or 
semitone always occurs between mi and fa. Since there are only six 
solfège syllables but seven pitches in the octave, one moves through 
the continuum by placing the hexachord in various positions, a 
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process called mutation. One may start the hexachord from three 

different pitches, G, C, or F. This results in an overlapping of the 

hexachords as can be seen in the following diagram given at the 
».10 


beginning of Book II, "On Plainchant": 


E^ figura infra fcripta efha abreviada el ay 
te de cáto llano yy enlos doze capitulos figni 
enter declarada. 


B A §& N b b N 
ha “Tres propriedades 


NO? 


PTA UmyGmemo A mt 


” 


Cinco deduciones. Los modos. 


In this system, one refers to a given note by both its letter (one of 
the seven diatonic notes) and the solfège syllables with which that 
note is sung in all possible hexachords. Thus, middle C, which can 
serve as fa of a hexachord beginning on the G below and also as ut of 
a hexachord beginning on middle C, is called C fa ut. Each note on 
the staff (within the accepted range of twenty notes) has its own 
unique name. There are five exceptions to this, however: the notes E 
la mi E fa ut, G sol re ut, A la mi re, and fa mi are duplicated, and 
differentiated at times by using an uppercase letter for the note lower 
in pitch, and the lower case letter for the higher. More often they are 


10 E : z : ; 
Some sort of similar diagram is present in most Renaissance tutors. 
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differentiated by specifying “high” (agudo) or “low” (grave) (e.g. G sol 
re ut agudo). 

Bermudo uses several different terms which in English can be 
translated as “note.” These are: 


letra— refers to the letters G, A, & C, D, E, F, which come from 
Greek music theory. This is most often translated as "letter." 

boz— indicates a solfège syllable within a hexachord. When 
referring to a specific solfège syllable within the note name, 
ie. the fa of C fa ut, this tells us where we are in the 
hexachord and also which hexachord we are in. Boz can also 
mean a voice part (alto, tenor, etc.), but when this is the 
meaning, it is translated as such. 

signo— most often corresponds to our “pitch”; it represents the 
totality of the /erra plus the boz and indicates a relative 
height. An example of a signo would be G sol re ut. This is 
similar to our system of indicating pitch height with G, g! 
or g^, etc. 

punto— refers to the graphical representation of a note on the 


staff. 


There are two languages used in the terminology for musical 
intervals present in the Declaracion: Greek, favored by theorists, and 
Latin, favored by practical musicians. Greek terminology is used 
more frequently, and to maintain the distinction between the two, 
the terms have not been simplified into conventional modern 
nomenclature. The Greek terms are: Diatessaron (fourth), Diapente 
(fifth), and Diapason (octave). Occasionally Latin nomenclature will 
be used, such as Ditone (major third), Semiditone (minor third) and 
Sesquioctave (a 9:8 proportion, or whole-tone). 


The instruments 
According to Bermudo's description, the “common” vihuela in 
Spain has six strings, tuned in fourths, with one major third between 


the third and fourth strings (i.e. G, c, f, a, d',g).! Normally ten frets 


"' Book II, Chapters 30-36. The use of pitch names is hypothetical. For a general discussion 
of the vihuela and its performance see John Griffiths "The vihuela: Performance practice, 
style, and context," in Performance on Lute, Guitar, and Vibuela: Historical Practice and 
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made of gut string are tied to the neck of the instrument, their 
placement being adjusted by the player. Bermudo explains how to 
place the twelfth fret, and even frets above the twelfth, but these 
explanations seem to be more theoretical in nature than practical. No 
mention of the eleventh fret is ever made, however, presumably 
because of its problematic nature for tuning. 

Though the title Declaracion de instrumentos musicales might lead 
one to expect a catalog of musical instruments, the instruments dealt 
with are few. Discussed in detail are the organ, clavichord, vihuela 
(with its variants the guitar and bandurria), and the harp. Passing 
mention is given to the rabel, a Spanish version of the rebec which 
Bermudo describes as a plucked, sometimes fretted instrument." 
Bermudo says he will discuss “all types of vihuela” (todo genero de 
vihuela) but completely neglects the bowed vihuela. His choice of 
instruments may indicate a preference for instruments capable of 
playing polyphonic music. 

In his discussion of “all types of vihuela,” Bermudo makes a 
distinction between “common” and “new” instruments. Both terms 
refer to the tunings of the open strings. Common, as one might 
expect, refers to the standard tunings or disposition of the strings on 
the various instruments, while his referring to an instrument as new 
indicates a departure from the standard tuning. 

For each of the types of vihuela (i.e. vihuela, guitar, bandurria 
and rabel), Bermudo first gives the common tuning(s) and then the 
possibilities for new instruments. He distinguishes vihuela-type 
instruments from one another according to the number of strings and 
the intervals between the strings. Taking the lowest open string as (a 
hypothetical) G, his tunings are as follows: 


Modern Interpretation, ed. Victor Coelho (Cambridge: Cambridge University Press, 1997), 
pp. 158-79. 

12 According to Sebastian de Covarrubias, however, the rabel is a “stringed and bowed 
musical instrument; it is small and all of one piece, with three strings and very high notes 
(voces muy subidas)”; quoted in Tesoro de la lengua española (Madrid, 1611), p. 893. 
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COMMON NEW 


6-course vihuela- G c fa d' g 6-course vihuela- many 
possible tunings, by 


altering one or more 


strings. 
7-course vihuela- G c f a d' g 7-course vihuela- G c f g c' f 
e g: tuned according to the 
seven hexachords. 
guitar a los nuevos- G cea 5-course guitar- G d g bh d? 
guitar a los viejos- G d fli bx SPEM 
guitar *used by Mercury"- G c Mercury’s guitar, altered- G Bi 
g 
E da; or G dg; or bandurria- G c f (one half of a 
Gcg - vihuela) and a’ e” (the 
other half) 
Intabulation 


In Bermudo's scheme, the beginning vihuelist learns the art of 
playing by “making” his own repertory; that is, by arranging 
polyphonic vocal music into tablature. Intabulations were both the 
main body of the vihuela repertory and an important pedagogical 
device, a means to musical refinement. John Griffiths, who suggests 
that the social context of vihuela playing was broader than has been 
commonly accepted, writes: 


Intabulations served a twofold function for the sixteenth-century musician. On 
the one hand they provided entertainment and a means of enjoying one's 
favorite ensemble pieces performed on a solo instrument; on the other hand, 
they were didactic. Making intabulations formed the most important part of 
the sixteenth-century instrumentalist's musical education. 


Since Bermudo's treatise is principally aimed at the beginner, he 
feels obliged to provide a method that enables the vihuelist to 
intabulate easily, taking into consideration the player's possible 


P? John Griffiths, “At Court and at Home with the Vibuela de mano: Current Perspectives on 
the Instrument, its Music, and its World," Journal of the Lute Society of America 22 (1989), 
pp. 12-13. 


x JOURNAL OF THE LUTE SOCIETY OF AMERICA 


unfamiliarity with mensural notation and the problems of 
transposition. In transcribing music notated for singers into tablature, 
the vihuelist is faced with the initial problem of where to place this 
music on his instrument. In Bermudo's scheme, the player uses a 
diagram of the vihuela, or as he calls it, a drawn vihuela (vihuela 
pintada), to find a specific note of the mensural notation on the 
vihuela fingerboard. Once one has found the starting pitch of the 
vocal original on the drawn vihuela, it should be fairly easy to proceed 
with the rest of the polyphonic vocal model, except that sometimes 
the player is faced with music that is notated at a pitch level that falls 
outside the range of the vihuela as its tuning was conceived. 
Transposition then becomes necessary. 

In his introduction to the vihuela section of Book IV, Bermudo 
distinguishes between two methods of transposition: in the first, the 
music is moved for the instrument; in the second, the instrument is 
moved for the music. This distinction has given rise to some 
confusion since it would appear that Bermudo is describing 
performance practice, when in fact, the issue at hand is transposition 
as it applies to intabulation.* Bermudo's two types of playing, 


14 The issue of transposition on the vihuela has been subject to misinterpretation or at least 
incomplete conclusions on the part of some scholars. Taking Bermudo's text as an authority 
of common usage of the vihuela, Pujol (in the editorial preface to his transcription of Luis de 
Narváez Los seys libros del delfin [Barcelona: Consejo Superior de Investigaciones Cientificas, 
Instituto Español (1945)] interpreted the seven vihuelas literally as seven different tunings, 
the player changing the tension of the strings. Pujol concluded that in order to give the seven 
tunings, three sizes of vihuelas were necessary. To support this interpretation, Bermudo's 
wording "mudan el instrumento por la musica" is cited, using this as an indication that some 
kind of physical change in the instrument was involved. (Pujol, though, was aware that these 
tunings could be imaginary; see p. 29.) 

John Ward, in his seminal work, “The vihuela de mano and its Music (1536-1576),” 
Ph.D. diss., New York University, 1953, clarifies this, pointing out that Bermudo's seven 
vihuelas would not represent seven tunings because the pitch names given by Bermudo, that 
is, the seven diatonic notes, were not (in the sixteenth century) associated with an absolute 
pitch. On the vihuela the pitch of any string depends on many factors. Thus, while not 
rejecting the idea of different sizes of vihuela and ranges of pitch, Ward offers the opinion 
that the seven vihuelas are a device for intabulation and not an indication for tuning. 

Affirming Ward's interpretation, Antonio Corona-Alcalde (“Fray Juan Bermudo and 
his Seven Vihuelas," The Lute Society Journal 24 [1984], pp. 77-86) extends the discussion by 
suggesting that Bermudo's "moving the instrument" entails, as Pujol suspected, a physical 
change to the instrument, though not in the tuning or relationship of the strings to one 
another, but rather in the position of the chromatic frets. 

The issue is discussed at length and comprehensively by Wolfgang Freis (“Perfecting 
the perfect instrument: Fray Juan Bermudo and the tuning and temperament of the vihuela 
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"moving the music for the instrument" and "moving the instrument 
for the music," correspond to two types of transposition: one can 
either move the notes of the vocal original to a pitch level that fits the 
range of the vihuela and then begin with the intabulation; or (more 
easily), one can imagine that the vihuela is tuned differently and 
intabulate based on this image. The problem with the first type of 
transposition, considered outdated by Bermudo, is that not all 
transpositions are possible because, assuming, as Bermudo does, 
unequal semitone divisions for the mi and fa frets, not all the mis and 
fas will fall in the right place.” For this second, more modern type of 
transposition, Bermudo devises a system of seven vihuelas, where one 
imagines the lowest string of the vihuela to begin on seven different 
notes, one for each note of the diatonic scale. 

Though pitch was not absolute (linked with a specific 
frequency)" the vihuela was commonly said to be tuned to either 
Gamut" (G) or A re (A), meaning that the open sixth string was 
conceived as being tuned to these notes. Bermudo's seven imaginary 
vihuelas provide five more pitch names to which the vihuelas could 
be imagined to be tuned. The seven vihuelas are imaginary; they are a 
tool for intabulating. They are meant to be drawn and used as charts 
that tell a player where to play a given note in the notated score. In a 
preliminary discussion of the vihuela in Book II, Bermudo says, 


I said, specifically, imagine because one does not draw the vihuelas, guitars, 
bandurrias and rabeles because that is how the said instruments are, but rather 
so that one, having the drawings [of the seven vihuelas] and looking at the 
notes drawn on them, can intabulate easily. This skill, then, is imaginary, so 


de mano," Early Music 23 [1995], pp. 421-36). Freis demonstrates that the seven vihuelas are 
a device to facilitate transposition. He emphasizes that Bermudo's text, when used as a 
primary source, must not be taken uncritically as an account of sixteenth-century 
performance practice for the vihuela since it deals very little with the actual playing of the 
instrument. What Bermudo does give is a detailed portrait of the importance of intabulation 
and transposition, as well as fret placement and problems with the various tuning and 
temperament systems. 

15 See below, p. xiv f£. 

16 See Ward “The vihuela de mano,” pp. 40-42. 


1 . E . . . 
7 Gamut does not represent a pitch as we understand it, that is, with an absolute frequency, 
but a relative height: the lowest note in Greek and Medieval music theory. 
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that with it one can come to intabulate easily and accurately, which is what 
18 
many players want. 


The seven charts of vihuelas give all the possible diatonic 
transpositions from which one might choose to locate a vocal original 
on the instrument. By "changing" the vihuelas, the player simply 
imagines that his lowest string is tuned differently, thus the seven 
vihuelas serve as a kind of imaginary capotasto. Once the player has 
decided for which of the seven vihuelas he wants to intabulate, the 
chart tells him where to locate a given note, whereupon he will mark 
the corresponding sign on his tablature staff. If, for example, the 
player is imagining a vihuela in Gamut, then when in the vocal 
original he sees written E /a mi, that note is on the fifth string, fourth 
fret. If he imagines a vihuela in E la mi, he will find that same note 
on the open sixth string. In using the seven vihuelas, the pitch or 
tension of the strings is not changed, nor is the proportion of the 
strings to one another altered. All that is changed is how a player 
thinks about the pitch level of the vihuela. 

Today we understand transposition as moving a notated piece 
from one specific pitch level to another. Bermudo's seven vihuelas 
accomplish the same result, but they serve a somewhat different 
purpose. They are designed to take vocal music that is notated in 
many modes and at many different pitch levels and move it to a few 
comfortable positions on the vihuela. 

The actual process for intabulating that Bermudo lays out can be 
explained as follows. The player begins by drawing the seven vihuelas. 
The first vihuela in Gamut is drawn at the beginning of Chapter 54 
(fol. 91). Chapters 56 and 57 explain, fret by fret, how to draw six 
more vihuelas. These six vihuelas, then, are those in: A re à mi, C fa 
ut, D sol re, E la mi and E fa ut. Drawings of all seven vihuelas are 
provided in the fretting section, Chapters 80 and 81, but Bermudo 
prefers that the beginner draw them himself according to the written 
instructions rather than use the ones in the book, so that in copying 
them out, the player learns the notes. 


1 . á j . : . : : : 
* *Dixe sefialadamente imaginar: porque pintar las vihuelas, guitarras, bandurrias, y rabeles, 


que adelante vereys: no se haze porque de parte de los dichos instrumentos ello sea afi: sino 
que, teniendo las vihuelas debuxadas, facilmente (mirando a los signos que en ellas estan 
pintados) pueden cifrar. Es pues este arte imaginario: para por el venir con facilidad, y 
certidumbre a cifrar, que es lo que muchos tañedores deftean." Book Il, fol. 29v. 
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After drawing the vihuelas, the player will take the piece to be 
intabulated (vocal polyphony in choirbook or partbook format) and 
place the voice parts in score, dividing the piece into measures. He 
must then decide for which of the seven vihuelas he wishes to 
intabulate. The guidelines that Bermudo provides are: 1) look at the 
range of the piece and place it so that the highest note of the treble 
does not go beyond the seventh fret of the first string, nor the lowest 
note of the bass go beyond the open sixth string; and 2) choose a 
vihuela that will allow for as many notes on open strings as possible. 
The player draws a six-line staff for tablature (or however many lines 
of the tablature staff as there are strings on the instrument) and 
locates, note by note, the notes of the score on the drawn vihuela. If 
the note falls on the second fret of the fourth string, one places the 
cipher '2' on the fourth line of the tablature staff, which, in the 
Italian/Spanish tablature system used by Bermudo, would be the 
fourth line from the bottom. 

In making the tablature, the player needs to indicate for which of 
the seven vihuelas the piece is being intabulated. This can be done by 
explaining the positions of the C and F clefs. The presence of clef 
indications in tablatures is uniquely Spanish. In Chapter 73 Bermudo 
specifies that the clef should be placed at the beginning of the 
tablature with either 1) a verbal indication, as he himself does, or 2) a 
graphical indication, drawing the clef on the line representing the 
string, with a number in front of it indicating the fret. The latter 
method is not found in any of the sixteenth-century vihuela 
publications,” though drawings of clefs do appear without a number 
indicating the fret. For each of the seven imaginary vihuelas that 
Bermudo explains, he gives a verbal indication of clef placement. 
Describing the vihuela in Gamut, for example, Bermudo writes: “this 


1 1) Luys de Milan, Libro de musica de vihuela de mano (Valencia, 1535); 2) Luis Narváez, 
Los seys libros del delphin de musica para vihuela (Valladolid, 1538); 3) Alonso de Mudarra, 
Tres libros de musica en cifras para vihuela (Seville, 1546); 4) Enriquez de Valderrábano, Libro 
de musica de vihuela intitulado Silva de Sirenas (Valladolid, 1547); 5) Miguel de Fuenllana, 
Libro de musica para vihuela, intitulado Orphenica Lyra (Seville, 1554); 6) Diego Pisador, 
Libro de musica de vihuela (Salamanca, 1552); 7) Luis Venegas de Henestrosa, Libro de cifra 
nueva (Alcala, 1557); 8) Esteban Daza, Libro de musica en cifras para vihuela, intitulado El 
Parnasso (Valladolid, 1576). 
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vihuela has the clef of E fa uton the open fourth string and that of C 
sol fa ut on the third string, third fret.”” 

The clef is a way of linking the tablature to the gamut. It tells the 
player which pitch names of the vocal model correspond to which fret 
in the tablature. If he were to retranscribe the tablature into staff 
notation, it would be at the correct pitch level and consequently in 
the correct mode or modal transposition. Thus, the clefs do not tell 
the player how to tune his instrument but give him useful 
information in making intabulations and performing from tablature. 


Tuning and temperament systems 

Before discussing Bermudo's fretting schemes in the Declaracion, 
it might be useful to review briefly some of the tuning and 
temperament systems in use in the sixteenth century. These have 
been classified into four main types: Pythagorean intonation, just 
intonation, meantone temperament, and equal temperament.” 

Pythagorean intonation was defended by theorists until well into 
the sixteenth-century, and had the prestige of antique authority and 
mathematical consistency (all intervals can be expressed with rational 
numbers). In its truest sense, Pythagorean intonation refers to a way 
of deriving intervals, based on string-length divisions of two and three 
(and powers thereof).” The fundamental proportions are 2:1 (the 
octave), 3:2 (the perfect fifth), 4:3 (perfect fourth) and 9:8 (whole- 
tone). From these four ratios, one derives the other diatonic intervals 
of the scale: 


Minor 3rd = 4:3 + 9:8 = 32:27. 
Major 3rd = (9:8)? = 81:64, etc. 


There are two great practical concerns, however: 1) the 
Pythagorean major third, with an 81:64 ratio, is a syntonic comma 
larger than the pure major third with a ratio of 5:4; and 2) the 
Pythagorean comma, which is the amount by which twelve pure 
fifths exceeds seven octaves (for example, beginning on Ab and 


29 Chapter 55. 
?! Mark Lindley, Lutes, Viols and Temperaments (Cambridge, 1984), pp. 4-6. 
2 Ibid., p. 9. 
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following a succession of pure fifths, the enharmonic deviation 
between Ab and Gf). 

Just intonation is a complex system, requiring a great deal of 
flexibility of intonation or elaborate fretting scheme. A given interval 
will have more than one calculation. In just intonation, as many pure 
intervals as possible (expressed in superparticular ratios) are present in 
the scale, which yields not only unequal semitones, but two sizes of 
whole-tone (9:8 and 10:9). 

There are many varieties of meantone temperament, which was 
used largely for keyboard instruments. The main precept, however, is 
that the major thirds are tuned purely (or as close to pure as possible) 
while the fourths and fifths are tempered by various fractions of the 
syntonic comma. The diatonic semitone is distinctly wider than with 
Pythagorean tuning. 

In equal temperament the octave is divided into twelve equal 
parts. Equal temperament was resisted by theorists because of its 
problem of inexact intervals. The thirds, like with Pythagorean 
tuning, are larger than pure. Fifths are smaller than pure by two cents 
or approximately one-twelfth of a Pythagorean comma. Equal 
temperament became accepted by theorists as the norm for fretted 
instruments after 1550.” 


Fretting 

In the fretting section (chapters 75-86), Bermudo comes to the 
second purpose of his discussion on the vihuela: to give a method for 
the placement of frets on the vihuela, based on mathematical 
calculations. In providing a carefully explained method of fret 
placement for practical musicians, that is, for vihuelists, Bermudo 
provides another remedy for the poor state of music in Spain. Since 
the frets of the vihuela were moveable, they were placed largely by 
ear, and according to Bermudo, with dreadful results. Consequently, 
music was not played in tune because there was no method of fret 
placement. In his “Second Prologue for the pious reader” (which was 
unfortunately not included in the 1957 reprint), Bermudo lists twelve 
innovations to be presented in his treatise, the second of which is that 
he has discovered a way of placing the diapason, or Pythagorean 


3 Ibid., p. 19. 
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divisions of the monochord, on the vihuela. According to Bermudo 
himself, he is the first to do so in Spain. 

Bermudo outlines a process by which the player, instead of 
placing the frets by ear, measures the string lengths for the frets with a 
compass. Though he does not outline every step, it seems that he 
intends the process to work as follows: one measures the distance 
from the bridge of the instrument to the nut, then transfers this 
distance onto a piece of paper, drawing a straight line representing 
the string length. Then, using a compass, a pencil, and following 
Bermudo's instructions, one marks off the correct proportions on the 
drawn line. Using the compass, one transfers these distances back to 
the neck of the vihuela, tying the fret wherever the compass indicates. 
Although Bermudo tells the reader what divisions to make, he does 
not state how to execute the divisions of the string into two, three, 
nine parts, etc. These divisions are executed by methods described by 
Euclid in his Elements.“ 

Three systems are offered for fret placement. The first is a rough 
and ready set of instructions where the player first places the diatonic 
frets (IL, IV, V, VH, IX, X) according to Pythagorean divisions, then 
places the chromatic divisions (frets I, III, VI, VIII) by ear. This 
"imperfect" system receives only one chapter (ch. 75), at the 
beginning of the fretting section, and he clearly considers it inferior. 
The second method occupies the largest portion of the fretting 
section (ten chapters, 76-85). It gives the same Pythagorean 
placement for the diatonic frets, but with very detailed instructions 
for placing the semitone frets (both diatonic [mz] and chromatic [f2)). 
The third method occupies only the last chapter (Ch. 86) and is a 
departure from Pythagorean principles, narrowing the fifths and 
thirds, and moving in the direction of equal temperament. According 
to Bermudo himself, this method is constitutes the main purpose of 
his treatise. The following tables 1a and 1b give the intervals that 
result from Bermudo's different sets of instructions, first in ratios, 
then in cents. 


% Preclarissimus liber elementorum Euclidis, first translated into Latin from the Greek in 
1482. An English translation, The Elements of Geometrie, appeared in London in 1570. The 
division of a straight line into two equal parts is explained in Book I, Proposition 10. The 
division into any other number of equal parts is found in Book VI, Propositions 10 and 11. 
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The Pythagorean scheme on the vihuela yields two types of 
semitone frets: one higher, which Bermudo calls mi, and one lower, 
called fz. Dividing two frets a whole-tone apart, mi is the fret placed 
closer to the fret higher in pitch, and the fa fret will be placed closer 
to the fret lower in pitch. These two fret positions that divide the 
whole-tone correspond to the diatonic and chromatic semitones in 
Pythagorean intonation. Expressed in string lengths, the diatonic 
semitone is calculated as the difference between a Pythagorean major 


Table la: Interval ratios following Bermudo's instructions in 
Chapters 77, 80, and 86 


Ch. 86 
492075:464324 
540:481 
32:27 
1215:964 
164025:116081 
3 720:481 
128:81 
405:241 
16:9 


Table 1b: Comparison of string lengths, following the instructions 
given in Chapters 77, 80, and 86, in cents 


NAE ES I Ch. 86 
Lo» 101 
200 
[ 294 | 3294 | 294 | 
| 407 | 401 — 
| 498 | 498 | 498 — 
| 608 | 599 | 
698 | 


EN 
¡ey 
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third (81:64) and a perfect fourth (4:3), which is 256:243, and the 
chromatic semitone (considered unsingable) as the difference between 
a whole tone (9:8) and a diatonic semitone (256:243), or 2187:2048. 

According to Bermudo, frets should be placed according to the 
Pythagorean divisions of the monochord. The full string length of the 
monochord is given a hypothetical pitch name, traditionally T 
(Gamma), from which the notes of the diatonic scale proceed. The 
seven-note diatonic scale, then, is G, A, Bh, c, d, e, £. Placed on the 
fingerboard, these notes correspond to frets II, IV, V, VII, IX, and X. 
On the vihuela, because the frets are moveable, the chromatic frets 
can be positioned to serve either as mí or as fa, depending on what 
the principal function of that fret will be in a given piece. Since 
chromatic frets can be adjusted, transposition (which is a problem 
with any kind of pure tuning system) becomes more feasible. In this 
aspect, Bermudo considers the vihuela is more perfect than the organ, 
which has fixed divisions. 

The placement of non-diatonic frets is the dominating issue in 
the twelve chapters of Book IV that deal with fret placement on the 
vihuela. The discussions of equal semitones frame the section, one at 
the beginning and one at the end. The remaining ten chapters deal 
with unequal semitones (mi and fa), which even Bermudo concedes 
are not used in practice by vihuelists: The problem of wide thirds in 
the Pythagorean scheme is discussed and a solution is proposed only 
in the last chapter, Chapter 86. 

As a solution to the problems of Pythagorean intonation, 
Chapter 86 presents a kind of modified meantone temperament 
scheme, modified because most intervals are tempered by various 
fractions of the comma but the major thirds are not entirely pure. But 
though not all the intervals are equidistant, this scheme approaches, 
in function at least, equal temperament. Fret V is placed at a pure 4:3 
proportion, and fret X is a pure 4:3 above V (16:9). From here one 
proceeds to temper the two whole tones (frets If and IV) which 
comprise the major third on fret IV, by one-sixth of a comma each. 
Thus, fret IV is placed as one-third of the distance between a pure 
major third (5:4) and a Pythagorean major third (81:64). This fret 
now is two-thirds of a comma smaller than a Pythagorean third (one- 
third comma larger than pure). Fret II is taken as half the distance 
between a pure whole tone (9:8) below this newly tempered fret IV 
and a pure whole tone above the nut (which is the Pythagorean 
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placement). From these two tempered frets, the remaining frets are 
derived. Fret VI is also adjusted to one-third of the distance between 
a 5:4 placement with fret II and a 9:8 above fret IV. Fret VII is placed 
4:3 above the new tempered fret II (one-sixth of a comma smaller 
than pure). Fret IX is placed 4:3 with IV and fret I is placed 4:3 
below VI. 

The result of this scheme is that there is now no distinction 
between major and minor semitones, and the major third on fret IV 
is closer to pure than the Pythagorean position by two-thirds of a 
comma. To place Bermudo’s system in the category of equal 
temperament might seem at first to be slightly misleading since the 
procedure he describes does not aim to divide the octave into twelve 
equal parts. However, a comparison with the two other systems 
which yielded one size of semitone (Table 2) will show how close 
Bermudo really came to placing one size of semitone at equal 
distances to form the octave. 


Table 2 Comparison of Bermudo’s temperament scheme with 
other equal semitone schemes, in cents. 


Ch. 86 Temperament Temperament 
(1/4-comma) 
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In Bermudo's discussion of fretting and fret placement, the issue 
of equal semitones is an interesting one. Several times Bermudo 
praises the vihuela as being an exceptional instrument because it does 
not have major and minor semitones, but that “both are placed in 
such a way that they can be played.”” However, five out of twelve 
chapters in the fretting section are dedicated to fretting schemes for 
two sizes of semitone. In chapter nine of the organ section, the issue 
of the legitimacy of the division of the whole-tone into two equal 
semitones is discussed at length, and Bermudo points out that there is 
no theoretical or speculative justification or explanation for such a 
division. However, he cannot ignore that practical musicians do it, 
though it is done simply by ear. For him, theory has more authority 
than practice, but he concedes that practice precedes theory. It is a 
foolish theorist who ignores the practice of his time simply because it 
contradicts existing theoretical knowledge. In the introductory 
chapters of the organ section, Book IV, Bermudo addresses this issue: 


All the [theorists] agree that the whole tone cannot be divided into two equal 
semitones, but that is what we are presuming to do. The above being the most agreed 
and true thing among theorists, on the vihuela we find the opposite in practice. This 
great instrument, between the frets that form a whole tone, has another [fret] which 
divides the said whole tone into two semitones; both singable since they are played. 
How can we reconcile what all the theorists say about the whole tone (that it cannot be 
divided into two equal semitones) with what in fact we find on the vihuela? It would be 
stubborn to ignore practice. But it would be a serious [error] to contradict such 


excellent men. 


The pervading inconsistency, then, is that Bermudo recognizes 
that on the vihuela there is, in practice, really no differentiation 
between mi and fa frets. He then proceeds to discuss all the problems 
for finding missing mis and fa’s on alternate strings. He makes no 
clear statement that he is ignoring the common practice of vihuelists 


?5 Ch. 76, fol. 102v. 


26 Todos los doctores convienen, que el tono no se puede dividir en dos semitonos iguales: y 
es lo que pretendemos. Siendo la cosa mas commun y verdadera la sobredicha que ay entre 
musicos theoricos: en la vihuela en la practica commun hallamos lo contrario. Este gran 
instrumento entre los trastes que forman el tono, tiene otro: el qual divide el dicho tono en 
dos semitonos, y ambos cantables: pues que se tañen. Como se compadece lo que todos los 
theoricos dizen del tono, que no se puede dividir en dos semitonos yguales: con lo que de 
hecho hallamos en la vihuela? Rezia cosa seria negar la experiencia. Pues grave cosa seria 
negar tan excelentes hombres. Book IV, Chapter 60, fol. 64Y. 
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in favor of theoretically justified calculations. He simply slips in what 
might be seen as a transition from practice to theory: (Ch. 76, 
paragraph 3) "For those who do not know much, who are not able to 
move the frets, this skill [of placing the semitones in the middle of 
the whole tone intervalically] was a great advantage. If we could make 
a vihuela whose intervals were all exact [i.e. in the correct 
Pythagorean proportions], it would be more perfect." 

In his attempt to solve the problems of chromatic frets on the 
vihuela, Bermudo presents two innovations: a) a seven-course vihuela, 
whose strings are tuned to the pitches of the three different 
hexachords, and b) a system approximating equal temperament. Both 
of these improvements solve the problems of Pythagorean fret 
placement, though in different ways. They also require effort on the 
part of the player either to learn a new instrument (with limited 
transposition capabilities) or to execute involved measurements and 
calculations in order to place the frets in the new temperament given 
in Chapter 86. In this last fretting scheme, there would be an added 
vexation that since frets are not fixed, the player would have to 
perform involved calculations each time the frets slipped out of place. 
This would be solved with fixed frets, which Bermudo advocates for 
his new instrument, but which would be quite impractical for 
Pythagorean tuning. 


Translation notes 

A transcription of the Spanish original has been included, 
running side-by-side with the English. The Spanish spellings have 
been maintained as they occur in the original, except that m's and n's 
have been inserted where indicated by - over a vowel. The two- 
column format has been provided so that the reader may consult the 
original text when the translation seems to raise questions of clarity or 
intent. Chapters have been divided into paragraphs in the translation 
as well as in the transcription of the original, with no indentation in 


?' Freis, who traces the development of many of Bermudo's ideas through the course of his 
three publications, sees this inconsistency as reflecting two stages in Bermudo's development 
as a theorist. The previous material dealing with Pythagorean fret placement is also present in 
the 1549 Declaracion and pertains to Bermudo’s previous understanding of tuning and 
temperament, entirely Pythagorean. The last chapter is a break from Pythagorean traditions, 
and appears for the first time in the 1555 publication. See Wolfgang Freis, "Becoming a 
Theorist,” pp. 97-99. 
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the latter. In the original, however, the chapter is the smallest division 
of text. Every effort has been made to provide a readable and faithful 
English translation, but where a textual translation would obscure the 
English, for the sake of interpretive clarity, I have opted for a freer 
gloss in the English. 
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% I am indebted to James Bailey for his advice and the many suggestions and 
improvements he made to the final text. I also wish to thank John Spitzer for his 
support and valued advice. 


COMIENCA 
EL ARTE DE LA VIHUELA 
PARA EL LECTOR 
FOL. 90" 


Lo que en todos mis libros he 
pretendido, que es primero declarar 
y poner por arte lo que hazen los 
musicos practicos, y despues si ay 
alguna cosa nueva dezirla para los 
que la quisieren seguir: assi lo hare 
en la materia de la vihuela. 

Los curiosos tañedores de vihuela en 
una de dos maneras se han en esta 
materia, O mudan la musica para el 
instrumento: © mudan el 
instrumento para la musica. Digo, 
que como es un organo solo, y los 
signos tiene fixos, y por ser la 
Musica fuera de tono para responder 
en el choro, o por otra cosa que 
parece al tañedor mudan la musica: 
assi ay algunos tafiedores de vihuela, 
que siempre imaginan la vihuela de 
una manera, y si la musica no viene 
conforme a la ymaginacion que 
tienen de la vihuela, porque sale 
fuera de los trastes: mudan la 
Musica por signos, que 
descansadamente se pueda tañer. Este 
arte de tañer vihuela antiguamente 
se usava mas que ahora, y avia 
tafiedores con mayor facilidad: 
aunque no era extensamente tan 
sabios: como los que usan en este 
tiempo muchas vihuelas. Tracto esta 
materia debajo la presente 
imaginacion en el capitulo ochenta 
y dos. Los que no supieron mudar los 
trastes, usaron esta manera de poner 
en la vihuela, y para los tales era 


HERE BEGINS 
THE ART OF THE VIHUELA 
FOR THE READER 
FOL. 90" 


What I have endeavored in all 
of my books, that is, first. to explain 
and present the [theoretical 
explanation] of what practical mu- 
sicians do and then if there is any- 
thing new, to explain it for those 
who might want to follow, I will 
likewise do with the subject of the 
vihuela. 

Serious vihuela players 
approach this subject in one of two 
ways: either they move the music for 
the instrument, or they move the 
instrument for the music. Whar 1 
mean is that, since there is only one 
organ, and its notes are not 
moveable, if the music is [notated] 
in the wrong mode to answer the 
chorus, or for some other [reason] 
which the player considers 
important, they move the music: 
likewise, there are a few vihuela 
players that always imagine the 
vihuela a certain way, and if the 
music does not conform to their 
imagination of the vihuela because 
it goes beyond the [range of] the 
frets, they move the music by notes! 
so that it can be easily played. This 
art of vihuela playing was used 
formerly more than [it is] now, and 
there were players who were better 
at it, though not as well-rounded as 
those today who use many vihuelas. 1 
discuss this subject as it is currently 
understood in Chapter eighty-two. 


buena. Ay ahora musicos, que no 
contentos con mudar la musica para 
la vihuela: sino dexan estar la como 
la hallan, y mudan las vihuelas, que 
no siempre imaginan la sexta ser un 
signo: pero segun sube, o abaxa la 
Musica: assi fingen ser la sexta en 
vazio. Ymagina pues unas veces 
comengar la vihuela en gamaut, 
otras en Are, y assi proceden por 
todas las siepte letras differentes, y 
aun por divisiones de tono 
comienzan algunas vezes. Esto usan 
buenos tafiedores, y en las cifras de 
España, y estranjeras lo hallareys. 
Conocereys usar los buenos 
tafiedores de muchas vihuelas: por 
que no siempre ponen la clave en un 
traste. En los titulos que tienen las 
cifras una vez dize, la clave de 
csolfaut esta en la tercera en el traste 
tercero, y es vihuela de gamaut, otra 
vez en el primero de la dicha 
tercera, y es vihuela de Are. De 
forma, que como mudan las vihuelas 
por do cifran: assi sefialan el lugar 
de la clave. Tracto esta materia 
segun la presente ymaginacion desde 
el capitulo siguiente hasta el 
ochenta y dos. 

Si yo tuviera officio de tafier me 
occupara en ambas maneras 
(teniendo tiempo para ello) por 
saber mas extensamente la Musica. 
En fin delos capitulos ya alegados 
tracto de la vihuela commun, y de 
una de siepte ordenes en toda la 
perfection possible a mi capacidad. 
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Those who did not know how to 
move the frets used this way of 
playing on the vihuela, and for them 
it was good. Now there are 
musicians who, not content with 
moving the music for the vihuela, 
leave the music as they find it and 
move the vihuelas. They do not 
always imagine the sixth string to 
be a [specific] note, but according to 
how far up or down the music goes, 
that is how they imagine the open 
sixth string. [The player] imagines, 
then, that the vihuela sometimes 
begins on Gamut, other times on A 
re, and so forth for all the seven 
different letters, and they even begin 
on divisions of the whole-tone 
sometimes. This is what the good 
players use, and in Spanish and 
foreign tablatures you will find it. 
You will know that good players use 
many vihuelas because they do not 
always place the clefs on the same 
fret. In the titles of the tablatures 
one time [it might] say the fret of c 
sol fa utis on the third string, third 
fret, and is the vihuela in gamut and 
another time [it might say] on the 
first fret of the [same] third string, 
and is the vihuela in A re Thus, 
since they move the vihuelas to 
wherever they are intabulating, this 
is how they indicate the position of 
the clef. I discuss this subject as it is 
currently understood from the 
following chapter until chapter 
eighty-two. 

If playing were my profession, 
I would know both systems (if time 
allowed) in order to have a broader 
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understanding of music. At the end 
of the abovementioned chapters, I 
discuss the common vihuela and a 
seven-course vihuela as thoroughly 
as my understanding allows. 


ap Deraier vincla a folxq. 


s Exemplo dela vihuela comuna& 


wo ww eba A 


EXEMPLO DE LA VIHUELA 
COMMUN 
[Cap. 54] 


Los numeros puestos al principio de 
este exemplo significan y declaran 
los nombres de las cuerdas. Pues el 
seys dice la cuerda que enfrente del 
esta ser la sexta, y el quinto ser la 
quinta, y afi de los otros. Comienga 
en esta demonstracion la cuerda 
sexta en vazio (segun nuestra 
ymaginacion) en gamaut por lo 
qual tiene al nascimiento una g 
griega, que se dize ser gamaut. Lo 
que digo del nascimiento desta 
cuerda sexta: se entienda de todas las 
otras que las letras puestas al 


EXAMPLE OF THE COMMON 
VIHUELA 
[CHAPTER 54], FOL. XCJ? 


The numbers placed at the 
beginning of this example indicate 
and explain the names of the strings. 
Thus the six says that the string in 
front of it is the sixth, and the [five] 
is the fifth, and so forth for the 
others. In this example, the open 
sixth string begins (as we imagine 
it). on gamut, for which there is a 
Greek g, which indicates that it is 
gamut. What I say about the 
beginning of the sixth string is the 
same for all the rest of the strings, 
that is, that the letters placed at the 


nascimiento de las dichas cuerdas, 
junto a los numeros significan estar 
en vazio en tales signos: quales las 
dichas letras sefialan. Entiendo estar 
una cuerda en vazio quando es 
herida sin bollar algun traste. Dize 
pues la g que esta al principio de la 
sexta: que la tal cuerda en vazio es 
gamaut. La c que esta al principio de 
la quinta dize ser Cfaut la tal 
cuerda en vazio. La f en la quarta es 
Ffaut, y la a en la tercera alamire, y 
la d en la segunda es dlasolre, y la g 
en la prima es gsolreut agudo. De 
adonde infiero, que toda vihuela 
commun, bien templada desde la 
sexta hasta la prima tiene quinze 
puntos. Los numeros que estan en la 
parte superior de la vihuela pintada 
desde uno hasta diez señalan el 
orden de los trastes. De forma, que 
sobre el traste primero esta una 
unidad, sobre el segundo ay dos, y 
aßi procedo hasta el decimo traste. 
De la manera que en las letras de la 
Musica y de las consonancias de 
canto de organo podemos proceder 
en infinito: assi en los trastes de la 
vihuela. Diez trastes puse en la 
demonstracion, que es un medio 
bueno: el qual usan communmente 
los tafiedores. Comencando pues la 
sobredicha vihuela en gamaut: desde 
este signo al de Are ay un tono, y para 
formarlo, son menester dos trastes. 
Siendo pues gamaut en la sexta en 
vazio: Áre sera en el segundo de la 
dicha sexta, afi formaremos ut en 
gamaut, y re en Are. De rea mi es un 
tono: formando el re en el segundo 
traste, el mi se hallara en el quarto. 
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beginning of the said strings, beside 
the numbers [of the strings], 
represent that note on the open 
string. 1 understand a string to be 
open when it is played without 
stopping any fret. The g then, at the 
beginning of the sixth string, means 
that open string is gamut. The c at 
the beginning of the fifth string, 
means that open string is C fa ut. 
The f on the fourth string is F fa ut, 
and the a on the third a la mi re, and 
the d on the second is d /a sol re, and 
the g on the first is high g sol re ut. 
From this I conclude that the entire 
common vihuela, correctly tuned 
from the sixth to the first. strings, 
has [a range of] fifteen notes. The 
numbers from one to ten at the top 
of the drawn vihuela represent the 
order of the frets. Thus, there is a 
one above the first. fret, a two above 
the second, and so forth until the 
tenth fret. In the same way that the 
letters of music? and consonances 
can go on infinitely, so is it with 
the frets of the vihuela. I [drew] ten 
frets in the example, which is a 
good number, commonly used by 
players. Thus, if the above vihuela 
begins on gamut, from this note to A 
re there is a whole-tone, and in 
order to form [this whole-tone], two 
frets are needed. So, if gamut is the 
open sixth string, A re will be on 
the second fret of the [same] sixth 
string, and we will thus form uton 
gamut and reon A re. From re to mi 
is a whole-tone. If re is formed on 
the second fret, the mi will be found 
on the fourth. Observe that on the 
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Notad que en los signos donde hay } 
assi como en imi, y en sus octavas: 
pongo dos. la una pequefia que 
sefíala fa, la qual se pone un traste 
delante de la a: porque forma 
semitono. Pongo otra quadrada en 
esta figurah, y por formar tono se 
pone adelante de la a dos trastes. 
Ordenadamente procede esta cuerda 
en el quinto Cfaut, en el septimo 
Dsolre, en el nono Elami, en el 
decimo Ffaut. Para entender 
facilmente lo que vo diziendo: 
sacad primero en un papel la 
vihuela sobre que vo hablando. 

La quinta cuerda en vazio es Cfaut, 
en el segundo traste Dsolre, en el 
quarto Elami, en el quinto Ffaut, en 
el septimo Gsolreut en el nono 
alamire, en el decimo el fa de 
bfatmi. La quarta en vazio el Ffaut, 
en el segundo Gsolreut, en el quarto 
alamire, en el quinto el fa y en el 
sexto el mi de bfatmi, en el septimo 
csolfaut, en el nono dlasolre. La 
tercera en vazio es alamire, en el 
traste primero el fa y en el segundo 
el mi de bfatmi, en el tercero 
csolfaut, en el quinto dlasolre, en el 
septimo elami, en el octavo ffaut, y 
en el decimo gsolreut. La segunda en 
vazio es dlasolre, en el traste 
segundo elami, en el tercero ffaut, 
el el quinto gsolreut, en el septimo 
alamire, en el octavo el fa y en el 
nono el mi de bfatmi, y en el 
decimo csolfa. La prima en vazia es 
gsolreut, en el segundo traste 
alamire, en el tercero fa y en el 
quarto mi de bfatmi, en el quinto 
csolfa, en el septimo dlasol, en el 
nono ela, y en el decimo ffaut. Con 


notes where there is a4 for example 
on [the note] 4 mi and its octaves, 1 
place two notes. The small b [i.e. Bb] 
means fa, which is placed one fret 
above the a, because it forms a 
semitone. 1 place another square b 
[i.e. Bi] with the sign 4, and because 
it forms a whole-tone, it is placed 
two frets above the a. This string 
proceeds [in an] orderly [manner]: 
on the fifth fret C fa ut, on the 
seventh D sol re, on the ninth E la mi, 
on the tenth F fa ut In order to 
easily understand what I am saying, 
draw this vihuela which 1 am 
[describing] on a piece of paper. 
The open fifth string is C fa 
ut, on the second fret D sol re, on the 
fourth E la mi on the fifth E fa ut, 
on the seventh G sol re ut, on the 
ninth a la mi re, on the tenth the fa 
of b fat mi, The open fourth. string 
is F fa ut, on the second fret G sol re 
ut, on the fourth a la mi re, on the 
fifth the fa and on the sixth the mi 
of b fa! mi, on the seventh c sol fa ut, 
on the ninth d la sol re. The open 
third string is a la mi re, on the first 
fret is the fa and on the second the 
mi of b fa 4 mi, on the third c sol fa 
ut, on the fifth d la sol re, on the 
seventh e la mi, on the eighth f fa us, 
on the tenth g sol re ut. The open 
second string is d la sol re, on the 
first fret is e la mi, on the third f fa 
ut, on the fifth g sol re ut, on the 
seventh a la mi re, on the eighth the 


fa and on the ninth the mi of b fa 4 


mi, and on the tenth c sol fa. The 
open first string is g sol re ut, on the 
second fret a la mi re, on the third fa 


and on the fourth mi of b fa 4 mi, on 


este ultimo signo da la vihuela 
buelta redonda. 


COMO SE TEMPLARA LA 
VIHUELA COMMUN 
CA. Lv 


Como se puede templar esta vihuela 
por octavas ya fue dicho para los 
principiantes en el libro segudo. 
Resta ver en este otras dos maneras de 
templar. Por unisonus se tiempla, 
hollando toda cuerda inferior en el 
quinto traste, herida con la superior 
que esta a ella junto en vazio seran 
unisonus. Cuerda inferior llamo a 
la mayor en numero, y superior ala 
menor en numero. Las cuerdas que 
en la vibuela tienen el lugar mas 
alto, son mas baxas en la entonacion: 
y las que tienen el lugar mas insimo, 
son mas altas en el sonido. Pues 
hollando la sexta en el quinto traste, 
y tocando la quinta con ella en 
vazio: estan unisonus. Una cuerda de 
otra esta un diatessaron, que son 
cinco semitonos, y cada un traste 
forma su semitono. Luego para 
hazer que la cuerda inferior venga 
unisonus con la superior: en el 
quinto traste ha de ser hollada. Para 
que la quinta cuerda venga unisonus 
con la quarta ha de ser hollada la 
dicha quinta en el quinto traste, y 
afi todas las demas excepto que 
(como desde la quarta a la tercera aya 
solomente [sic] dos tonos, que son 
quatro semitonos) hollando la 
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the fifth c sol fa, on the seventh d La 
sol, on the ninth e dz, and on the tenth 
f fa ut With this last note, the 


, SEC 
vihuela comes around full circle. 


HOW TO TUNE THE COMMON 
VIHUELA 
CHAPTER 55, FOL. XCI” 


How to tune* this vihuela by 
octaves was already explained in 
Book Two for beginners. Still to be 
seen in this chapter are two other 
ways to tune. One tunes by unisons by 
stopping each lower string at the 
fifth fret, [and if it is] struck 
together with the upper string ad- 
jacent to it, they will be unisons. I 
call the lower string the one [on the 
diagram] which is larger in 
number and the one which is 
smaller in number, the upper. The 
strings that have a higher position 
on the vihuela are lower in pitch, 
and those tbat have the lower posi- 
tion are higher in sound.Ó Thus, 
stopping the sixth string at the fifth 
fret, and playing the open fifth 
string with it, they are in unison. 
From one string to the other is a 
perfect fourth, which is five 
semitones and each fret forms a 
semitone. So in order to make a 
lower string unison with the upper, 
it should be stopped at the fifth fret. 
In order for the fifth string to be 
unison with the fourth, the said 
fifth string should be stopped at the 
fifth fret, and so forth for all of the 


other strings, except that, since from 


3c € 


BERMUDO'S 


quarta en el quarto traste: viene 
unisonus con la tercera. Esto 
cognoscereys claramenne por las 
letras pintadas en la vihuela: que 
siempre la letra que esta en el 
quinto traste dela cuerda inferior, 
es semejante a la que esta en la 
cuerda superior en vazio: excepto la 
quarta con la tercera, que la letra 
que tiene la quarta en el quarto 
traste es la mesma que tiene la 
tercera en vazio. 

Otra manera ay de templar la 
vihuela, y es por quintas. Toda 
cuerda superior hollada en el 
segundo traste con la inferior en 
vazio: vienen a formar una quinta 
perfecta, que es un diapente: excepto 
la tercera que ha de ser hollada en el 
tercero traste, para formar la dicha 
distancia, Pues hollando la quinta 
en el segundo traste, y hiriendo la 
sexta en vazio con ella: haze 
diapente. Por las letras cognosceran 
perfectamente lo ya dicho: pues la 
sexta en vazio tiene una g, y la 
quinta en el segundo traste una d: las 
quales le[t]ras señalan gamaut en la 
sexta y Dsolre en la quinta. La 
quarta hollada en el segundo traste 
(que es Gsolreut) hiriendola con la 
quinta en vazio (la qual es Cfaut) 
forman quinta. La tercera hollada 
en el tercero traste, tocada con la 
quarta en vazio forman quinta: que 
es desde Ffaut a csolfaut. La segunda 
hollada en el segundo traste (que es 
elami) herida con la tercera en 
vazio (que es alamire) forma 
diapente. La prima hollada en el 
segundo que es alamire, herida con 
la segunda en vazio (que es dlasolre) 
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the fourth to the third string there 
are only two whole-tones, which are 
four semitones, stopping the fourth 
string at the fourth fret makes it 
unison with the third string. You 
will understand this clearly from 
the letters drawn on the vihuela:” the 
letter which is at the fifth fret of 
the lower string is the same as the 
one which is on the upper string 
open, except [for] the fourth string 
with the third, where the letter of 
the fourth string at the fourth fret is 
the same as the third string open. 
There is another way of 
tuning the vihuela: by fifths. Each 
upper string stopped at the second 
fret forms a perfect fifth, which is a 
diapente, with the open lower 
string, except for the third string 
which should be stopped at the third 
fret in order to form the said 
interval. Thus, stopping the fifth 
string at the second fret and striking 
the open sixth string with it, forms 
a perfect fifth. By the letters you 
will understand perfectly what has 
been said, since the open sixth string 
has a g and the fifth string has a d at 
the second fret, which signifies 
gamut on the sixth string and D sol 
re on the fifth. The fourth string 
stopped at the second fret (which is 
G sol re ui), when played together 
with the open fifth string (which is 
C fa ud, forms a fifth. The third 
string stopped at the third fret, 
played with the open fourth. string, 
forms a fifth, which is from F fa wt 
to c sol fa ut. The second string 
stopped at the second fret (which is e 
la mi, struck with the open third 


forma diapente. Tiene la clave de 
Ffaut en la quarta en vazio: y la de 
csolfaut en la tercera en el tercero 
traste. Para que uno sepa la mano 
seguida en esta vihuela de gamaut 
que yo pinte, y en las demas que en 
este temple, y en otros se han de 
pintar: note la regla siguiente. 
Todas las cuerdas o comiengan en 
boz que forma tono, o en boz que 
concluye semitono. Si la cuerda 
comienga en signo que forma tono: 
siempre subiremos a ella en la 
vihuela commun desde el tercero 
traste de la cuerda inferior: y si 
formare semitono del quarto traste: 
excepto a la tercera, que si subimos 
con tono sera desde el segundo de la 
quarta: y si con semitono, desde el 
tercero. Esta mesma consyderacion se 
terna en las otras vihuelas al subir de 
las cuerdas inferiores a las 
superiores. Desta forma yran 
diziendo el gamaut hasta que 
lleguen a la prima: por la qual 
discurriran hasta el nono traste, y en 
la vihuela que yo pinte formara en 
el dicho nono ela, y en todas las otras 
vihuelas compliran en el dicho 
traste la mano commun del canto. 

Los trastes que demas de los ya 
dichos tiene la vihuela: no son 
baldios. Pusieron se para que si en 
una Musica dos bozes vinießen 
unisonus: tuvieftemos donde 
ponerlas ambas. Este primor falta al 
organo. Pusieron se, para que la 
prima tuviefe trastes por donde se 
acabafje el gamaut, y mas un signo 
que es ffaut: con el qual la vihuela 
queda en modo circular: que 
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string (which is a la mi re) forms a 
perfect fifth, The first string 
stopped at the second fret which is a 
la mi re, struck with the open second 
string (which is d da sol re) forms a 
fifth. [This vihuela] has the clef of 
E fa ut on the open fourth string, 
and the clef of c sol fa wt on the 
third string at the third fret? In 
order to understand the hand being 
followed? on this vihuela in gamut 
which I have drawn and [on] the 
other [vihuelas] which are in this 
and other tunings? which will be 
drawn, observe the following rule. 
Alb strings either begin on a note 
which forms a whole-tone, or on a 
note which concludes a semitone. If 
the string begins with a note which 
forms a whole-tone, we will always 
approach this string on the common 
vihuela from the third fret of the 
lower string, and if it forms a 
semitone, from the fourth fret, ex- 
cept the third string which, if ap- 
proached by a whole-tone, will be 
from the second fret of the fourth 
string and if with a semitone, from 
the third fret. This same 
consideration is true for the other 
vihuelas when ascending from the 
lower strings to the higher ones. In 
this manner, you can say the gamut" 
until you get to the first string, 
where you can continue until the 
ninth fret. On the vihuela which 1 
have drawn, at the said ninth fret, e 
la is formed, and on all other 
vihuelas, at the said fret, you will 
complete the common hand of 
chant.” 


Ie 
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comengando en qualquier letra la 
sexta verna en el decimo traste de la 
prima la letra que viene antes de la 
letra en que comengo la sexta de la 
tal vihuela. Pues si una vihuela 
comienga la sexta en g: en el decimo 
de la prima ha de tener una f, y afi 
todas las demas. Aunque la obra 
tenga veynte y un punto: se tafiera en 
esta vihuela. Tantos puntos tiene este 
instrumento desde la sexta hasta el 
decimo de la prima. 


DEL MODO QUE SE HA DE 
TENER PARA PINTAR TRES 
VIHUELAS 
CAPITULO LV]. 


No tan solamente de la vihuela que 
dexo pintada tienen necessidad los 
tafiedores: sino que a la forma de 
ella, mudados los signos, pinten 
otras seys. Comengara cada una 
dellas en su letra final. Como la que 
yo pinte comengo en gamaut la 
segunda comengara en Are, la tercera 
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The frets which the vihuela 
has in addition to the ones already 
mentioned” are not for nothing. 
They were placed there so that if in 
a [piece of] music there were a 
unison in two of the parts, we would 
have a place to play both parts. This 
excellent detail is missing on the 
organ. [The extra frets] were placed 
there so that the first string could 
have frets upon which to finish the 
gamut, plus another note which is f 
fa ut with which the vihuela ends in 
a circular manner. With 
whichever letter the sixth string 
begins, the tenth fret of the first 
string will be the letter which 
comes before [it]. Thus, if the sixth 
string of a vihuela begins on g, on 
the tenth fret of the first. string, 
there should be an f, and likewise 
for all the other vihuelas. Even i f 
the work has [a range of] twenty one 
notes, it can be played on this 
vihuela. That is how many notes this 
instrument has from the sixth string 
to the tenth fret of the first string. 


ON HOW TO DRAW THREE 
VIHUELAS 
CHAPTER 56, FOL. 92* 


Players need not only the 
vihuela which I have drawn, but 
following the same pattern, 
changing the note names, they 
should draw six more. Each one of 
[the vihuelas] will begin with its 
final letter.” Just as the one that I 
drew began on gamut, the second 
[vihuela] will begin on A re the 
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en imi, la quarta en Cfaut, la quinta 
en Dsolre, la sexta en Elami, la 
septima en Ffaut, o en sus octavas. 
Para que mas facilmente las dibuxe 
y pinte cada uno: las porne adelante 
en el capitulo ochenta y uno y 
ochenta y dos: aunque en cuenta mas 
prima, que aqui van puestas de 
adonde las pueden sacar para 
entender complidamente lo que 
tracto en este. Y para mayor 
abundancia lo quiero dezir por 
palabras. En la vihuela de Are ponga 
en la sexta junto al nascimiento 
della una a, en el primero traste una 
b pequeña, en el segundo otra 
iquadrada, en el tercero una c, en el 
quinto una d, en el septimo una e, en 
el octavo una f, en el decimo una g. 
En la quinta cuerda juncto al 
nascimiento ponga una d, en el 
segundo traste una e, en el tercero 
una f, en el quinto una g, en el 
septimo una a, en el octavo una b 
pequeña, en el nono otra 4quadrada, 
en el decimo una c. En la quarta 
cuerda juncto al nascimiento ponga 
una g, en el segundo traste una a en el 
tercero una b pequeña en el quarto 
otra tquadrada, en el quinto una c, en 
el septimo una d, en el nono una e, 
en el decimo una f. En la tercera 
cuerda al principio della se ponga 
una tquadrada, en el pirimero traste 
una c, en el tercero una d, en el 
quinto una e, en el sexto una f, en el 
octavo una g, en el decimo una a. Al 
principio de la segunda se ponga 
unae, en el traste primero una f, en 
el tercero una g, en el quinto una a, 
en el sexto una b pequefia, en el 
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third on 4 mi, the fourth on C fa ut, 
the fifth on D sol re, the sixth on E 
la mi, the seventh on F fa ut, or on 
their octaves. So that each [of you] 
may draw [the vihuelas] more easily, 
I placed them further ahead in 
chapter eighty-one and eighty-two, 
even though it is better [to do it] in 
words, as is done here, from which 
you can [draw your own vihuelas] in 
order to fully understand what I 
discuss in this [chapter]. But for [the 
sake of] thoroughness, I want to say 
it with words. On the vihuela in A 
re, place an a on the sixth string next 
to where it begins," on the first fret 
a b flat, on the second fret, a b, 
natural, on the third a c, on the fifth 
a d, on the seventh an e, on the eighth 
an f, on the tenth a g. On the fifth 
string, next to the nut, place a d, on 
the second fret an e, on the third fret 
an f, on the fifth a g, on the seventh 
an a, on the eighth a b flat, on the 
ninth a b natural, on the tenth a c. 
On the fourth string, next to where 
it begins, place a g, on the second 
fret, an a, on the third fret a b flat, 
on the fourth, a b natural, on the 
fifth, a c on the seventh a d, on the 
ninth an e, on the tenth an f. At the 
beginning of the third string, place 
a b natural, on the first fret a c, on 
the third fret a d, on the fifth fret an 
e, on the sixth an f, on the eighth a g, 
on the tenth an a. At the beginning 
of the second string, place an e, on 
the first fret an f, on the third a g, on 
the fifth an a, on the sixth a b flat, 
on the seventh a b natural, on the 
eighth a c, on the tenth a d. At the 
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septimo otra tquadrada, en el octavo 
una c en el decimo una d. Al 
principio de la prima se ponga una 
a, en el traste primero una b pequeña 
en el segundo otra iquadrada, en el 
tercero una c, en el quinto una d, en 
el septimo una e, en el octavo una f, 
en el decimo una g. Todas las letras 
que pongo en esta vihuela y en las 
demas significan el gamaut are: 
segun que ya fue dicho. En esta 
vihuela esta la clave de Ffaut en el 
traste tercero de la quinta: y la de 
csolfaut en la tercera en el traste 
primero. 

Para pintar la vihuela de imi, que la 
cuerda sexta en vazio ymaginemos 
ser imi: pongan una kquadrada 
juncto al nascimiento de la dicha 
sexta, en el traste primero una c, en 
el tercero una d, en el quinto una e, 
en el sexto una f, en el octavo una g, y 
en el decimo una a. En la quinta 
cuerda al principio pongan una e, en 
el traste primero una f, en el tercero 
una g, en el quinto poned una a, en el 
sexto una b pequea, en el septimo 
otra iquadrada, en el octavo una c, en 
el decimo una d. Al principio dela 
quarta cuerda se ponga una a, en el 
traste primero una b pequeña, en el 
segundo otra quadrada, en el tercero 
una c en el quinto una d, en el 
septimo una e, en el octavo una f, en 
el decimo una g. En el principio de 
la tercera cuerda se ha de poner una 
c, con señal de iquadrado: por que 
denota aquella cuerda en vazio 
(aunque tiene la letra c, que es 
csolfaut) estar arriba del dicho 
csolfaut por un semitono mayor en 
la tecla negra. AÑi se ha de señalar: 


beginning of the first string, place 


an a, on the first fret a b flat, on the 
second a b natural, on the third a c, 
on the fifth a d, on the seventh an e, 
on the eighth an f, on the tenth a g. 
All the letters which I place on this 
vihuela and on the others represent 
the gamut of a re, according to 
what has already been discussed. On 
this vihuela there is a clef of F fa ut 
on the third string, first fret. 

In order to draw the vihuela in 
4 mi,’ let us imagine the open sixth 
string to be 4 mz place a b natural 
next to the nut of the said sixth 
string, on the first fret a c, on the 
third a d, on the fifth an e, on the 
sixth an f, on the eighth a g, on the 
tenth an a. On the fifth string at the 
beginning place an e, on the first 
fret an f, on the third fret a g, on the 
fifth an a, on the sixth a b flat, on 
the seventh a b natural, on the eighth 
ac, on the tenth a d. At the beginning 
of the fourth string, place an a, on 
the first fret a b flat, on the second a 
b natural, on the third a c on the 
fifth a d, on the seventh an e, on the 
eighth an f, on the tenth a g. At the 
beginning of the third string one 
should place a c with a sharp sign in 
order to indicate that the open 
string (even though it has the letter 
c which is c sol fa ud is a major 
semitone above the said c sol fa 
ut [like] the black key [on an organ]. 
It should be indicated like this 
because, as was already discussed, 
from the fourth string to the third 
there are two whole-tones. The 
fourth string on this vihuela begins 
on a la mi re, and from a la mi reto c 
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porque (segun ya fue dicho) desde la 
quarta a la tercera ay dos tonos. La 
quarta en esta vihuela comienga en 
alamire, y desde alamire a csolfaut 
ay un tono y un semitono menor: 
luego para hazer esta distancia de 
dos tonos: se ha de poner la dicha 
señal. En el traste primero se ponga 
una d, en el tercero e, en el quaro una 
f en el sexto g, en el octavo a, en el 
nono una b pequeña, y en el decimo 
otra quadrada. En la segunda cuerda 
se ha de poner una f con señal de 
iquadrado: para que allegue a su 
distancia, y en el traste primero una 
g, en el tercero una a, en el quarto 
una b pequeña, en el quinto otra 
&quadrada, en el sexto una c, en el 
octavo una d, y en el decimo una e. 
Al principio de la prima se ponga 
una kquadrada, en el sexto una c, en 
el octavo una d, y en el decimo una e. 
Al principio de la prima se ponga 
una tquadrada, en el traste primero 
una c, en el tercero una d, y en el 
quinto una e, en el sexto una f, y en 
el octavo una g, y en el decimo una a, 
En esta vihuela esta la clave de Ffaut 
en la quinta en el traste primero: y 
la de csolfaut en la quarta en el 
traste tercero. 

La quarta vihuela es de Cfaut: y 
ordenase desta manera. Al principio 
de la sexta se pone una c en es 
segundo traste una d, en el quarto 
una e en el quinto una f, en el 
septimo una g, en el nono una a, y en 
el decimo b pequefia. Al principio 
de la quinta se ponga una e [sic], en 
el segundo traste una g, en el quarto 
una a, en el quinto b pequefia, en el 


JOURNAL OF THE LUTE SOCIETY OF AMERICA 


sol fa ut there is one whole-tone plus 
one minor semitone; so in order to 
make this an interval of two whole- 
tones, one must place the said [sharp] 
sign” On the first fret, one places a 
d, on the third, e, on the fourth an f, 
on the sixth g, on the eighth a, on the 
ninth a b flat, on the tenth a b 
natural. On the second string one 
should place an f with a sharp sign, 
in order for it to be high enough, 
and on the first fret a g, on the third 
fret an a, on the fourth a b flat, on 
the fifth a b natural, on the sixth ac, 
on the eighth a d, on the ninth an e. 
At the beginning of the first string, 
one should place a b natural, on the 
first fret a c, on the third a d, on the 
fifth an e, on the sixth an f, on the 
eighth a g, on the tenth an a On this 
vihuela the clef of E fa utis on the 


fifth string on the first fret, and that 


of c sol fa ut on the fourth on the 
third fret, 

The fourth vihuela is in C fa 
ut, and is arranged in the following 
manner. At the beginning of the 
sixth string one places a c, on the 
second fret a d, on the fourth an e, on 
the fifth an f, on the seventh a g, on 
the ninth an a, on the tenth, b flat. At 
the beginning of the fifth string, 
one places an f,” on the second fret a 
g, on the fourth an a, on the fifth a b 
flat, on the sixth a b natural, on the 
seventh a c, on the ninth a d. At the 
beginning of the fourth string, one 
should place a b flat, on the first 
fret a b natural, on the second fret a 
c, on the fourth a d, on the sixth an e, 
on the seventh an f, on the ninth a g; 
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sexto otra quadrada, en el septimo 
una c, en el nono una d. Al principio 
de la quarta se ha de poner una b 
pequeña, en el traste primero otra 
quadrada, en el segundo una c, en el 
quarto una d, en el sexto una e, en el 
septimo una f, en el nono una g, y en 
el decimo no ay letra que poner. Al 
principio de la tercera se ponga una 
d, en el segundo traste una e, en el 
tercero una f, en el quinto una g, en 
el septimo una a, en el octavo una b 
pequeña, en el nono otra quadrada, y 
en el decimo una c. Al principio de 
la segunda poner se ha una g, en el 
segundo traste una a, en el tercero 
una b pequeña, en el quarto otra 
quadrada, y en el quinto una c, y en 
el septimo una d, y en el nono una e, 
y en el decimo una f. Al principio 
de la prima se ponga una c en el 
segundo traste una d, en el quarto 
una e, en el quinto una f, en el 
septimo una g, y en el nono una a, y 
en el decimo una b pequefia. Esta 
vihuela, comengando en Cfaut la 
sexta en vazio, viene en el quarto 
traste de la prima a formar eela, 
quedan quatro letras (para dar la 
buelta redonda) que son f, g, a, y b 
pequeña. Si alguno le pareciere, que 
le falta una b quadrada, que es mi 
para hazer la buelta redonda: digo 
que esso seria dar la vuelta en 
semitono, que el decimo traste de la 
prima acabafíe en mi, y comenqafie 
la sexta en vazio fa: pero la buelta 
circular que haze es de tono. De 
forma, que si ymaginafíemos subir 
circularmente desde el decimo 
traste de la prima hasta la sexta en 
vazio: tono aviamos de subir. Pues 


on the tenth there is no letter. At the 
beginning of the third string, one 
places a d, on the second fret, an e, on 
the third an f, on the fifth a g, on the 
seventh an a, on the eighth a b flat, 
on the ninth a b natural, and on the 
tenth a c. At the beginning of the 
second string, a g should be placed, 
on the second fret an a, on the third a 
b flat, on the fourth a b natural and 
on the fifth a c, and on the seventh a 
d, and on the ninth an e, and on the 
tenth an f. At the beginning of the 
first string, one should place a c on 
the second fret a d, on the fourth an 
e, on the fifth an f, on the seventh a g, 
and on the ninth an a, and on the 
tenth a b flat. This vihuela, with the 
open sixth string beginning on C fz 
ut, forms e la on the fourth fret of 
the first string, leaving four letters 
to make the complete circle which 
are f, g, a, and b flat. If it should 
seem to anyone that the b should be 
natural (which is m), in order to 
make the complete circle, I say that 
if the tenth fret of the first string 
ended on mi and the open sixth 
began on fa, this would be the circle 
in semitone; but the circular turn 
which it makes is of a whole-tone. 
Thus, if we were to imagine going 
up circularly from the tenth fret of 
the first string to the open sixth 
string, we would have to go up a 
whole-tone. Since on this vihuela 
the last fret of the first string ends 
on b flat, which is the black key 
between A and b natural, and from 
the said black key to C there is a 
whole-tone, thus this vihuela [comes 
full circle], like all the others. On 
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como en esta vihuela el ultimo 
waste de la prima acabe en b 
pequeña, que es tecla negra entre A y 
hy desde la dicha tecla negra hasta C 
aya un tono: luego en buelta circular 
queda esta vihuela, como todas las 
otras. En esta vihuela la clave de 
Ffaut se pone en la quinta en vazio: y 
la de csolfaut en la quarta en el 
segundo traste. 


COMO SE PINTARAN OTRAS 
TRES VIHUELAS 


CAPI. LVIJ \ 


La quinta vihuela ymaginamos 
comengar en Dsolre la sexta en 
vazio, y ordenase desta manera. Al 
principio de la sexta se ha de poner 
una d, en el segundo traste una e, en 
el tercero una f, en el quinto una g, 
en el septimo una a, en el octavo una 
bpequeña en el nono otra quadrada, y 
en el decimo una c. Al principio de 
la quinta se ha de poner una g, en el 
segundo traste una a, en el tercero 
una b pequeña, en el quarto otra 
quadrada, y en el quinto una c, en el 
septimo una d, en el nono una e, y en 
el decimo una f. Al principio de la 
quarta una c, al segundo traste una d, 
al quarto una e, al quinto una f, al 
septimo una g, al nono una a al 
decimo una b pequeña. Al principio 
de la tercera se ponga una e, en el 
traste primero una f, en el tercero 
una g, en el quinto una a, en el sexto 
una b pequeña, en el septimo otra 
quadrada, en el octavo una c, y en el 
decimo una d. Al principio de la 
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this vihuela, the clef of F fa us is 
placed on the open fifth string, and 
that of c sol fa ut on the fourth 
string at the second fret. 


HOW TO DRAW THREE OTHER 
VIHUELAS 
CHAPTER 57, FOL.92" 


[For] the fifth vihuela we 
imagine the open sixth string to 
begin on D sol re and it is arranged 
in the following manner. At the 
beginning of the sixth string, one 
should place a d, on the second fret 
an e, on the third an f, on the fifth a 
g, on the seventh an a, on the eighth a 
b flat, on the ninth b natural, and on 
the tenth a c. At the beginning of the 
fifth string, one should place a g, on 
the second fret an a, on the third a b 
flat, on the fourth a b natural, on the 
fifth a c on the seventh a d, on the 
ninth an e, and on the tenth an f. At 
the beginning of the fourth string a 
c, on the second fret a d, on the 
fourth an e, on the fifth an f, on the 
seventh a g, on the ninth an a, on the 
tenth a b flat. At the beginning of 
the third string, place an e, on the 
first fret an f, on the third a g, on the 
fifth an a, on the sixth a b flat, on 
the seventh a b natural, on the eighth 
a c, on the tenth a d. At the beginning 
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segunda se ha de poner una a, en el 
traste primero una b pequefia, en el 
segundo otra quadrada, en el tercero 
una c, en el quinto una d, en el 
septimo una e, en el octavo una f, y 
en el decimo una g. Al principio de 
la prima se ha de poner una d, en el 
segundo traste una e, en el tercero 
una f, en el quinto una g, en el 
septimo una a, en el octavo una b 
pequeña, en el nono otra quadrada, y 
en el decimo una c. 

Comengando esta vihuela en Dsolre 
en la sexta en vazio: viene a formar 
en el segundo traste de la prima el 
ultimo signo de la mano commun. 
Quedan pues cinco letras: las quales 
concluyen el circulo, y son f gata 
Esta vihuela tiene la clave de Ffaut 
en el tercero traste de la sexta: y la de 
csolfaut en la quarta en vazio. 

La sexta vihuela que comienga en 
Elami: se ordena desta manera. En la 
sexta al principio se pone una E, en 
el traste primero una F, en el tercero 
una g, en el quinto una a, en el sexto 
una b pequefia, en el segundo otra 
quadrada, en el tercero una c, en el 
quinto una d, en el septimo una e, en 
el octavo una f, y en el decimo una 
G. En la quinta al principio se pone 
una a, en el traste primero una b 
pequeña, en el segundo otra 
quadrada, en el tercero una c, en el 
quinto una d, en el septimo una e, en 
el octavo una f, y en el decimo una 
G. En la quarta al principio se pone 
una d, en el segundo traste una e, en 
el tercero una f, en el quinto una g, 
en el septimo una a, y en el octavo 
una b pequeña, en el nono otra 
quadrada, y en el decimo una c. En la 


of the second string, one should 
place an a, on the first. fret a b flat, 
on the second a b natural, on the 
third a c, on the fifth a d, on the 
seventh an e, on the eight an f, and on 
the tenth a g. At the beginning of the 
first string, one should place a d, on 
the second fret an e, on the third an f, 
on the fifth a g, on the seventh an a, 
on the eighth a b flat, on the ninth a 
b natural, and on the tenth a c. 

Since this vihuela begins with 
D sol re on the open sixth string, the 
second fret of the first string forms 
the last note of the common 
[Guidonian] hand. There are, thus, 
five letters remaining, which 
conclude the circle, and these are f, 
g a, b natural, and c This vihuela 
has the clef of F fa ut on the third 
fret of the sixth string, and the clef 
of c sol fa ut on the open fourth 
string. 

The sixth vihuela, which 
begins on E la mi, is arranged in the 
following manner. At the 
beginning of the sixth string one 
places an E, on the first fret an F, on 
the third a g, on the fifth an a, on the 
sixth a b flat, on the seventh a b 
natural, on the eighth ac, and on the 
tenth a d. At the beginning of the 
fifth string one places an a, on the 
first fret a b flat, on the second a b 
natural, on the third a c, on the fifth 
a d, on the seventh an e, on the eighth 
an f, on the tenth a g. At the 
beginning of the fourth string one 
places a d, on the second fret an e, on 
the third an f, on the fifth a g, on the 
seventh an a, on the eighth a b flat, 
on the ninth a b natural, on the tenth 
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tercera se pone al principio una f, 
con señal de & quadrado, que denota 
la tal cuerda en vazio comengar no 
en ffaut agudo donde señala la dicha 
f sino en la tecla negra que esta 
entre ffaut y gsolreut. En el traste 
primero se ha de poner una g, en el 
tercero una a, en el quarto una b 
pequeña, y en el quinto otra 
quadrada, y en el sexto una c, en el 
octavo una d, en el decimo una e. En 
la segunda al principio de pone una 
4 quadrada, en el traste primero una 
c, en el tercero una d, en el quinto 
una e, en el sexto una f, en el octavo 
una g, y en el decimo una a. En la 
prima al principio se pone una e, en 
el traste primero una f, en el tercero 
una g, en el quinto una a, en el sexto 
una b pequeña, en el septimo otra 
quadrada, en el octavo una c, en el 
decimo una d. 

Comengando esta vihuela en Elami, 
vino a formar eela en la prima en 
vazio: y quedaron en los trastes de la 
dicha cuerda seys letras que son f g a 
t c d para concluyr la buelta 
redonda. Tiene esta vihuela la clave 
de Ffaut en la sexta en el traste 
primero: y la de csolfaut en la 
quinta en el tercero traste. 

La septima vihuela ymaginamos 
comengar en Ffaut: y ordenase desta 
manera. La sexta en su nacimiento 
tiene una f, en el segundo traste una 
g en el quarto una a, en el quinto 
una b pequeña, en el sexto otra 
quadrada, en el septimo una c, en el 
nono una d, en el decimo no tiene 
letra. La quinta cuerda a su 
principio tiene una b pequeña, y 
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a c. At the beginning of the third 
string one places an f with the sharp 
sign, which denotes that the open 
string begins not on the high f fa ut 
which is indicated by f, but on the 
black key which is between f fa ut 
and g sol re ut. On the first fret one 
should place a g, on the third an a, 
on the fourth a b flat, on the fifth a 
b natural, and on the sixth a c, on the 
eighth a d, on the tenth an e. Ar the 
beginning of the second string, one 
places a b natural, on the first fret a 
c, on the third a d, on the fifth an e, 
on the sixth an f, on the eighth a g, 
on the tenth an a. At the beginning 
of the first string, one places an e, on 
the first fret an f, on the third a g, on 
the fifth an a, on the sixth a b flat, 
on the seventh a b natural, on the 
eighth a c, on the tenth a d. 

Since this vihuela begins on E 
la mi, e la was formed on the open 
first string, and on the frets of this 
string there are six letters, which are 
f, g, a, b natural, c, [and] d, in order 
to conclude the complete circle. 
This vihuela has the clef of F fa wt 
on the sixth string, first fret, and 
that of c sol fa ut on the third fret of 
the fifth string. 

We imagine the seventh 
vihuela to begin on E fa ut, and it is 
arranged in the following manner. 
The sixth string, at the beginning 
has an f, on the second fret a g, on the 
fourth an a, on the fifth a b flat, on 
the sixth a b natural, on the seventh a 
c on the ninth a d. On the tenth 
[fret] it has no letter. At the 
beginning of the fifth string, there 
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dize comengar la dicha cuerda en la 
tecla negra de bfaimi, en el primero 
traste esta una à quadrada, en el 
segundo una c, en al quarto una d, en 
el sexto una e, en el septimo una f, en 
el nono una g, en el decimo no tiene 
letra. La quarta cuerda tiene al 
principio una e con sefíal de b mol: 
a de notar que la cuerda en vazio no 
comienga en elami sino en el fa 
abaxo dela tecla negra, en el traste 
primero una e, en el segundo una f, 
en el quarto una g, en el sexto una a, 
en el septimo una b pequefia, en el 
octavo otra quadrada, en el nono una 
c en el decimo no tiene letra. La 
tercera cuerda al principio tiene 
una g, en el segundo traste una a, en 
el tercero una b pequefia, en el 
quarto otra quadrada, en el quinto 
una c, en el septimo una d, en el 
nono una e, en el decimo una f. La 
segunda cuerda tiene al principio 
una c, en el segundo traste una d, en 
el quarto una e, en el quinto una f, 
en el septimo una g, en el nono una 
a, y en el decimo una b pequeña. La 
prima al principio tiene una f en el 
segundo traste una g, en el quarto 
una a, en el quinto una b pequeña, en 
el sexto otra quadrada en el septimo 
una c, en el nono una d, y en el 
decimo se ponga una e con sefial de 
bmol. Hallarse ha en la sexta en 
vazio la clave de Ffaut y la de 
csolfaut en la quinta en el segundo 
traste. Muchas vezes hallareys cifras 
por la octava abaxo de las 
sobredichas vihuelas: specialmente 
de la vihuela de Dsolre y Elami. 


is a b flat, which says that that string 
begins on the black key of b fa 4 mi. 
On the first fret there is a b natural, 
on the second a, on the fourth a d, on 
the sixth an e, on the seventh an f, on 
the ninth a g. On the tenth [fret] it 
has no letter. The fourth string has, 
at the beginning, an e with a flat 
sign. It should be noted that the open 
string does not begin on e la mi but 
on the fa below [it on] the black key. 
On the first fret [there is] an e, on 
the second an f, on the fourth a g, on 
the sixth an a, on the seventh a b flat, 
on the eighth a b natural, on the 
ninth a c. On the tenth it has no 
letter. The third string has a g at the 
beginning, on the second fret an a, 
on the third a b flat, on the fourth a 
b natural, on the fifth ac, on the 
seventh a d, on the ninth an e, on the 
tenth an f. The second string has a c 
at the beginning, on the second fret a 
d, on the fourth an e, on the fifth an 
f, on the seventh a g, on the ninth an 
a, and on the tenth a b flat. The first 
string has an f at the beginning, on 
the second fret a g, on the fourth an 
a, on the fifth a b flat; on the sixth a 
b natural, on the seventh a c, on the 
ninth a d. On the tenth one places an 
e with a flat sign. On the open sixth 
string, one should find the clef of F 


fa ut and that of c sol fa ut on the 


second fret of the fifth string. Many 
times you will find intabulations 
for the octave below the above 
mentioned vihuelas, especially for 
the vihuela of D sol reand E la mi. 
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DE ALGUNAS CURIOSIDADES 
EN ESTA MATERIA. 
CA. LVI. 


Otras vihuelas puede pintar el 
curioso tafiedor, que comiencen en 
teclas negras: y seran dos. Una que 
comience en fa, y otra en mi. Esto 
digo, porque algunas obras hallareys 
cifradas, que no corresponden 
alguna de las sobredichas siepte 
viheulas: por lo qual dixe, que 
podia pintar otras que fuefen 
medias. De forma que en ninguno 
de los sobredichos siepte signos 
comiencen las vihuelas. Por evitar 
prolixidad no porne estas dos 
vihuelas por extenso: segun puse la 
siepte. El que leyere y bien 
entendiere lo sobredicho de las 
vihuelas: sabra pintar estas dos. Antes 
que comenceys a cifrar: sacad estas 
vihuelas, y estudialdas: porque es 
buen principio para ser uno 
consumado tafiedor. No estrafien los 
tafiedores, que por estas vihuelas no 
han tañido, tanta muchedumbre de 
vihuelas, que esto se haze para que 
tengan instrumento por do se tanga 
toda musica (por do quiera que 
estuviere puntada) descansadamente, 
y por imitar a los famosos tañedores 
que lo sobredicho han usado. Que 
vihuela eligireys para el canto que 
aveys de cifrar: quando hable del 
modo de cifrar, se dira. Teniendo 
compas para poner los trastes, y arte 
para cifrar, segun adelante 
tractaremos: toda vihuela es natural. 
Los principiantes en Musica no usen 
mas de la vihuela de gamaut: y 
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A FEW INTERESTING THINGS 
ABOUT THIS SUBJECT 
CHAPTER 58, FOL. 93° 


The serious player can draw 
other vihuelas which begin on the 
black keys. There are two: one 
begins on fa, the other on mi I say 
this because you will find a few 
works” which do not correspond to 
any of the abovementioned seven 
vihuelas: for this reason I said that 
one could draw others which would 
be in between. Thus, [these] vihuelas 
would not begin on any of the 
abovementioned notes. To avoid 
prolixity, I do not show these two 
vihuelas in detail, as I did with the 
[other] seven. If one reads and 
understands well what was said 
above on [those] vihuelas, one will 
know how to draw these two. Before 
you begin to intabulate, draw these 
two vihuelas and study them, because 
this is a good beginning in order to 
be a consummate player. It should 
not surprise players that they have 
not played on these vihuelas, since 
there is such a multitude of 
vihuelas, which is done so that they 
may have an instrument on which to 
play all music (wherever it may be 
notated) easily, and to imitate the 
famous players that have used the 
aforesaid. Which vihuela you 
should choose for the music you 
want to intabulate, will be 
addressed when I discuss the method 
of intabulation. If one has a compass 
to place the frets, and a method to 
intabulate, as will be discussed 
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quando mucho la de are. Ya saben los 
que tafien este instrumento, que 
todos los trastes no pueden ser de una 
cuerda porque fregarian las cuerdas 
en ellos. Esto se entiende haziendo 
el cuello de la vihuela que venga de 
quadrado con la caxa. Pero si se 
labrasse el dicho cuello un poco 
acostado no ay dubda, sino que se 
podra toda entrastar con una cuerda. 
Officiales ay tan sabios en dar la 
regla a la vihuela: que pueden poner 
todos los trastes de una cuerda. El 
resto queda para el lugar ya citado. 


DE LAS VIHUELAS NUEVAS EN 
GENERAL 
CALJX. 


Hasta ahora avemos hablado de la 
vihuela commun, y de las 
particularidades que tiene: es razon 
complir lo prometido, declarando 
la possibilidad que ay de hazer otras 
vihuelas. Entienden los que defean 
ser tafiedores, que la profundidad, 
anchura, y largueza de la Musica no 
esta encerrada toda en los pequefios 
arroyos de los instrumentos. Tengo 
para mi (y persuadido que no me 
engaño) que pueden los tafiedores 
siendo musicos inventar generos de 
mas instrumentos: y en los 


further ahead, then every vihuela is 
natural. Beginners in music 
should not use more than the vihuela 
in gamut, or at the most, the one in a 
re. Those who already play this 
instrument know that all the frets 
cannot be [made from] the same 
[thickness of] string, because the 
strings would rub against them. 
This is [what happens] when the 
neck of the vihuela is placed even 
with the body. But if the said neck 
were made slightly lowered,” there 
is no doubt that one could fret the 
entire [vihuela] with [only] one 
[thickness of] string. There are 
instrument makers that are so good 
at making the vihuela in correct 
proportions that they can place frets 
that are [made] of the same string. 
The rest will be discussed in its 
corresponding chapter. 


ON THE NEW VIHUELAS IN 
GENERAL 
CHAPTER 59, FOL. 93* 


Until now we have discussed 
the common vihuela and of its 
characteristics; it is [only] right to 
keep [my] promise by explaining 
the possibility for making other 
vihuelas. Those who want to be 
players should understand that the 
deep and profound waters of music 


cannot be contained by the small 


rivulets of [musical] instruments. It 
is my belief (and I am convinced 
that I am not fooling myself), that 
players, being musicians, can invent 
more kinds of instruments, and in 
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inventados innovar cada dia. Pues 
para que un tafiedor se muestre abil, 
no se contente con el temple de la 
vihuela commun: sino templela a su 
voluntad, y cifre conforme al 
temple, y tafiendo aquello cifrado, 
solo el sabra tañer por semejante 
vihuela. Tan presto puede uno poner 
qualquier obra cifrada en una 
vihuela de esta manera (destemplada 
para los otros, y templada para si: 
por ser conforme a su voluntad, y 
sabe como esta) quanto en la que 
ahora se usa. 

Alaban por cosa particular al claro 
Guzman, que tañia en vihuela desta 
manera destemplada. Otras cosas 
tuvo dignas de ser alabadas: pero no 
esta. Tantas vihuelas nuevas en el 
temple puede uno hazer: quantas 
puede ymaginar. Notad lo que vo 
diziendo, que es muy posible. Que 
impedimento ay para que el tafiedor 
no abaxe la cuerda sexta un punto? 
Ninguno por cierto. Si esto 
hiziefe, que (dexadas todas las 
cuerdas en el temple que estan) 
solamente la sexta abaxafie un punto, 
que desde ella a la quinta uviesse un 
diapente: seria vihuela nueva. 
Quedaria esta tal vihuela en diez y 
seys puntos en vazio. Pintada pues 
una vihuela desta manera, y temple y 
cifrar por ella: solo el que estas 
cifras hiziefie, y supiefie podia 
tafier por ella. Y como digo desta 
entended, que podia pintar muchas. 
Una subir la prima un punto: y 
abaxar la sexta otro. Otra al 
contrario abaxar la prima un punto: 
y subir la sexta otro. Subir la quinta 
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inventing them make innovations 
every day. Then for a player to show 
his ability, he should not be 
satisfied with the tuning of the 
common vihuela, but he should tune 
it to his liking, and intabulate 
according to this tuning, and [when] 
playing what he has intabulated, he 
alone will know how to play on that 
kind of vihuela. One can play any 
work intabulated for this kind of 
vihuela (out of tune for others, and 
in tune for himself since it is 
according to his own liking and he 
is familiar with it), [just] as 
quickly as for the one which is 
currently used.”° 

The famous Guzman” is 
praised in particular for playing a 
vihuela which was retuned in this 
manner. He had other things worthy 
of praise, but not this one. One can 
make as many vihuelas with new 
tunings as one can imagine. Note 
what I am saying: it is very possible. 
What is there to stop a player from 
lowering the sixth string a note? 
Nothing at all. If this were done, 
with all the strings left tuned as they 
are, and only the sixth string were 
lowered a note so that from the sixth 
to the fifth string there were a 
diapente, it would be a new vihuela. 
This particular vihuela would have 
[a range of] sixteen notes from the 
sixth string to the open first string. 
If one drew a vihuela with this 
configuration and tuning, and 
intabulated for it, only the one who 
made the tablature would know how 
to play on it. From what I say about 
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un punto: y abaxar la sexta otro. 
Quantas combinaciones y temples 
quisiere el tafiedor hazer (con tal 
que lo puedan suffrir las cuerdas) 
por esta arte facilmente hara. Por 
qualquiera destas vihuelas afi 
destempladas solamente tafiera, lo 
que para ella cifrare: hasta que tenga 
habito y gran intelligencia de ellas. 
Aconsejo al tafiedor, que si abilidad 
quisiere monstrar: use mucho una 
destas vihuelas. Es cierto que 
acabando el de tafier una pieca por 
alguna de estas vihuelas, y poniendo 
la dicha vihuela en las manos de 
otro tafiedor: no sabra por ella tafier, 
si no sabe el arte, y en tal temple 
tiene alguna obra puesta, o esta 
facilitado en la tal vihuela. El 
tañedor exercitado en una destas, 
despues que aya puesto algunas obras: 
puede tañer por ellas tan facilmente 
fantesia: como por la que se usa 
ahora. Para monstrar la 
pofibilidad que ay de pintar estas 
nuevas vihuelas: debuxare yo por 
letras unas tres de buen temples por 
las quales el tafidedor estudioso, 
curioso, y abil entendera la 
possibilidad imaginaria, y sabra 
pintar las demas. 


this [vihuela], understand that one 
can draw many. On one, raise the 
first string a note, and lower the 
sixth string another note. On 
another, the opposite: lower the first 
string a note and raise the sixth 
another. Raise the fifth a note, and 
lower the sixth another. With this 
scheme, the player will be able to 
make as many combinations and 
tunings as he wishes (as long as the 
strings will tolerate it). On any of 
these vihuelas retuned in this way, 
[the player] should only play what 
he has intabulated for it until he 
becomes accustomed and has a good 
understanding of them. 

I recommend that the player, 
if he wishes to demonstrate skill, 
should use one of these vihuelas a 
great deal. No doubt that when he 
finishes playing a piece 
[intabulated] for one of these 
vihuelas, and places that vihuela in 
the hands of another player, that 
person will not be able to play it if 
he does not know how and has not 
[already] intabulated a work for this 
tuning or does not have experience 
with that vihuela. The player who is 
experienced with one of these 
[vihuelas], after he has learned a few 
works, can play fantasias” [just] as 
on the [vihuela] currently used. T o 
show the possibilities for drawing 
these new vihuelas, 1 will as a 
sample, [give instructions for 
drawing] three with good tunings, 
for which the studious, serious and 
skillful player will understand the 
imaginary possibilities, and will 
know how to draw the rest. 
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DE UNA VIHUELA NUEVA 
PEQUENA 
CAPITU. LX. 


Entre las vihuelas pofibles hallo 
tres de buen temple. Una para 
Musica que anda en quatore, o 
quinze puntos, otra para musica de 
veynte y cinco, y mas, y la otra para 
Musica de veynte y dos puntos: todas 
tres con grandes qualidades. La 
primera destas tres (que es de la que 
ahora tengo de tractar[)] en vazio 
anda en doze puntos, tripla 
proporcion. Hollado el decimo 
traste de la prima queda en diez y 
ocho puntos. Esta manera de vihuela 
es buena para una guitarra grande 
encordada con seys ordenes como 
vihuela, o para un  discante. 
Poniendo obras que andan en pocos 
puntos en este temple: facilmente y 
presto se pueden cifrar. Y la mayor 
excelencia que tiene: es, que apenas 
dara golpe, que no de una, o dos 
bozes en vazio, y a un golpe puede 
venir, que todas quatro bozes den en 
vazio, acertando a poner las claves 
donde se han de poner. 

Tiemplase la dicha vihuela en esta 
manera. Desde la sexta en vazio hasta 
la quinta ay una tercera mayor, que 
son dos tonos: y assi pintandola, en la 
sexta estara una g, que significa 
gamaut y en la quinta una b 
quadrada, que señala b mi. Desde la 
quinta a la quarta ay una tercera 
menor, que contiene un tono y un 
semitono: por lo qual estando en la 
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ON A NEW SMALL VIHUELA 
CHAPTER 60, FOL.93” 


Of the possible? vihuelas, I 
find three with good tunings: one 
for music with a range of fourteen 
or fifteen notes, another for music 
with twenty-five [or] more, and the 
other for music with a range of 
twenty-two notes. All three have 
good qualities. The first of these 
three (which is the one that 1 will 
now discuss) has a range of twelve 
notes on the open strings, triple 
proportion. When the tenth fret of 
the first string is stopped, it bas a 
range of eighteen notes. This type of 
vihuela is good for a large guitar” 
strung with six courses like a 
vihuela, or for a discant.” If one 
uses this tuning for works with a 
small range of notes, they can be 
intabulated easily and quickly. And 
the most excellent thing about this 
vihuela is that there will rarely be a 
stroke which does not find one or 
two notes on open strings. It can 
[even] happen that from one stroke 
all four notes sound on open strings, 
if one is sure to place the clefs 
where they should be placed. 

This vihuela is tuned in the 
[following] manner. From the open 
sixth string to the fifth string there 
is a major third, which is two 
whole-tones; and thus drawing it, 
there will be a g on the sixth string, 
which signifies gamut, and on the 
fifth a b natural, which signifies 
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quinta una b quadrada, que es b mi: 
en la quarta estara una d, que es 
Dsolre. Desde la quarta a la tercera 
ay un diateffaron por lo qual como 
la quarta tenga la d es Dsolre: en la 
tercera estara una g, que es gsolreut 
grave. Desde la tercera a la segunda 
ay una tercera mayor, y por tanto se 
pone en la tercera una g, que 
significa Gsolreut grave: y en la 
segunda una b quadrada, que es el mi 
de bfatmi agudo. Desde la segunda a 
la prima ay una tercera menor: por 
lo qual terna la prima una d, que 
significa dlasolre. Desde el mi de 
bfaimi (que esta en la segunda) hasta 
dlasolre (que esta en la prima) ay la 
dicha tercera menor. De adonde 
infiero tener essta vihuela los doze 
puntos: los quales quedan en tal 
disposicion, que hueridas todas las 
cuerdas en vazio: hazen consonancia. 
Para affinar esta vihuela: guarde se 
el orden siguiente. Huellen una 
cuerda inferior en el quarto traste, y 
otra en el tercero y herida con la 
superior en vazio forman unisonus: 
excepto que para que la quarta sea 
unisonus con la tercera, ha de ser 
hollada en el quinto. Digo lo por 
palabras mas claras. Hollad la sexta 
en el quarto traste, y sera unisonus 
con la quinta en vazio. Hollada la 
quinta en el traste tercero con la 
quarta en vazio viene unisonus. 
Hollando la quarta en el quinto 
traste viene unisonus con la tercera 
en vazio. Hollando la tercera en el 
quarto traste forma unisonus con la 
segunda en vazio. La segunda 
hollada en el traste tercero viene 
unisonus con la prima en vazio. La 


tmi From the fifth to the fourth 
string there is a minor third, which 
contains a whole-tone and a 
semitone, for this reason, if b 
natural, which is 4 77, is on the fifth 
string, on the fourth there will bea 
d, which is D sol re. From the fourth 
to the third string there is a 
diatessaron for which, since the 
fourth has a d which is D sol re, on 
the third there will be a g which is 
low g sol re ut. From the third to the 
second string there is a major third, 
and thus one places a g on the third, 
which signifies low G sol re ut, and 
on the second a b natural, which is 
the mi of high b fa 4 mi. From the 
second to the first. string there is a 
minor third, for which the first 
string has a d, which signifies d /a 
sol re. From the mi of b fa 4 mi 
(which is on the second string) to the 
d /a sol re (which is on the first 
string) there is the said minor third. 
From this I infer that this vihuela 
has the twelve notes which are 
arranged so that if all of the open 
strings are struck [together], they 
form a consonance. 

To tune this vihuela, proceed 
as follows. Stop a lower string at 
[either] the fourth or the third fret, 
and, [when] struck with the upper 
open string, they will form a 
unison, except that for the fourth 
string. to be in unison with the 
third, it should be stopped at the 
fifth fret. I will say it more 
explicitly with words. Stop the 
sixth string at the fourth fret, and it 
will.be a unison with the fifth open 
string. The fifth string stopped at 
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causa de venir las cuerdas inferiores 
holladas en los trastes ya dichos con 
las superiores unisonus: el que 
tuviere en la memoria lo dicho en 
este libro la dara. Tiene la vihuela 
la clave de Ffaut en la quarta en el 
traste tercero: y la de csolfaut en la 
segunda e el traste primero. 

Mirad bien como despues de las 
letras puestas al principio de las 
cuerdas, que significan en que 
signos comiengan las dichas cuerdas: 
por los trastes han de yr otras letras, 
que expliquen el gamaut. Quando la 
letra forma tono, dexareys un traste 
en medio de ambas letras: y si fuere 
semitono ninguno quedara en 
medio. Este es el orden que aveys de 
guardar en todas las  vihuelas, 
guitarras, bandurrias, y rabeles que 
pintaredes. Y porque alguno terna 
necessidad de mayor informacion: 
digo, que en el segundo traste de la 
sexta ponga una a, en el tercero b 
pequeña, en el quarto otra quadrada, 
en el quinto c, en el septimo d, en el 
nono e, y en el decimo f. En el 
primero de la quinta se ponga una c, 
en el tercero d, en el quinto e, en el 
sexto f, en el octavo g, y en el decimo 
a. En el segundo de la quarta poned 
una e, en el tercero f, en el quinto g, 
en el septimo a, en el octavo b 
pequeña, en el nono b quadrada, y en 
el decimo c. En el segundo de la 
tercera se ponga una a, en el tercero b 
pequeña, en el quarto b quadrada, en 
el quinto c, en el septimo d, en el 
nono e y en el decimo f. En el 
primero de la segunda se ponga una 
c en el tercero d, en el quinto e, en 
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the third fret is a unison with the 
open fourth string. Stopping the 
fourth string at the fifth fret makes 
it unison with the open third string. 
Stopping the third string at the 
fourth fret, it forms a unison with 
the open second string. The second 
string stopped at the third fret is in 
unison with the open first string. If 
one remembers what has been said in 
this book, one will understand why 
the lower strings stopped at the 
specified frets are in unison with 
the upper strings. This vihuela has 
the clef of F fa ut on the fourth 
string at the third fret, and the clef 
of c sol fa ut on the second string at 
the first fret. 

Note that after the letters 
placed at the beginning of the 
strings, which specify on which note 
those strings begin, there should be 
other letters on the frets which 
explain the gamut When the 
letter[s] forms a whole-tone, you 
will leave a fret in between both 
letters, and if it is a semitone, no 
fret will be left in between. This is 
the system which you should follow 
for all the  vihuelas, guitars, 
bandurrias, and rabeles” which you 
will draw. And because some people 
need more information, 1 will 
explain that on the second fret of the 
sixth string place an a, on the third 
fret a b flat, on the fourth a b 
natural, on the fifth. fret a c, on the 
seventh a d, on the ninth an e, and on 
the tenth an f, On the first fret of the 
fifth string, one places an c, on the 
third a d, on the fifth an e, on the 
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el sexto f, en el octavo g, y en el 
decimo a. En el segundo de la prima 
poned una e, en el tercero f, en el 
quinto g, en el septimo a, en el 
octavo una b pequeña, en el nono 
otra quadrada, y en el decimo c. 


PARA PINTAR SEYS VIHUELAS 
DESTE TEMPLE 
CAPITU. LX) 


Necessidad tiene el tafiedor (que 
deste temple de vihuela quisiere 
usar) de pintar seys a la manera de la 
sobredicha. Y porque entre los 
hombres ay mas abiles, y menos, y 
algunos puede aver que con todo lo 
dicho no atinen a pintarlas: con 
deßeo de ayudarles (pues 
principalmente para ellos scrivo) 
las porne por extenso: como lo hize 
en las vihuelas communes. Miren, 
que el artificio de esta vihuela es 
tercera mayor, tercera menor, 
diatessaron, tercera mayor, y tercera 
menor. Pues tales letras y señales se 
han de poner al principio de las 
cuerdas: que signifiquen y declaren 


sixth an f, on the eighth a g, and on 
the tenth an a. On the second fret of 
the fourth, place an e, on the third an 
£ on the fifth a g on the seventh an a, 
on the eighth a b flat, on the ninth b 
natural, and on the tenth a c. On the 
second fret of the third string, one 
places an a, on the third a b flat, on 
the fourth b natural, on the fifth a c 
on the seventh a d, on the ninth e, and 
on the tenth f. On the first fret of 
the second string, one places a c, on 
the third a d, on the fifth e on the 
sixth f, on the eighth g, on the tenth 
a. On the second fret of the first 
string, place an e, on the third f, on 
the fifth g, on the seventh a, on the 
eighth a b flat, on the ninth b 
natural, and on the tenth c. 


TO DRAW SIX VIHUELAS IN 
THIS TUNING 
CHAPTER 61 (FOL. 93) 


The player who wants to use 
this vihuela tuning needs to draw 
six in the above mentioned 
manner And since among men 
there are some more skilled and 
others less, and with others it may 
happen that with all that has been 
said, they cannot manage to draw 
them: with the desire to help them 
(and it is principally for them that I 
write), I will explain [the 
drawings] more extensively, as I did 
with the common vihuelas. Notice 
that the configuration of this 
vihuela is major third, minor third, 
diatessaron, major third, and minor 
third. Thus, those letters and signs” 
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estas consonantias. Para hazer la 
segunda vihuela, que comience en 
Are: ponerse ha al principio de la 
sexta una a, que significa Are: al 
principio de la quinta una c con 
sefíal de bquadrado, que significa la 
dicha cuerda comengar entre Cfaut y 
Dsolre: al principio de la quarta 
unae, que dize comengar en Elami: 
al principio de la tercera una a, que 
es alamire agudo: al principio de la 
segunda una c con señal de 
bquadrado, que significa la tal 
cuerda estar entre csolfaut y 
dlasolre: al principio de la prima 
una e, que significa elami agudo: y 
alli quedan las medidas conformes a 
la vihuela sobredicha de gamaut. 

En el traste primero de la sexta desta 
vihuela poned una b pequeña, en el 
segundo otra quadrada, en el tercero 
c, en el quinto d, en el septimo e, en 
el octavo f, en el decimo g. En el 
primero dela quinta poned una d, 
en el tercero una e, en el quarto f, en 
el sexto g, en el octavo a, en el nono 
b pequeña, y en el decimo una 
bquadrada. En el traste primero [de 
la quarta] poned una f, en el tercero 
g en el quinto a, en el sexto b 
pequeña, en el septimo otra 
quadrada, en el octavo c, y en el 
decimo d. En el primero de la 
tercera poned una b pequeña, en el 
segundo bquadrada, en el tercero c, 
en el quinto d, en el septimo e, en el 
octavo f, y en el decimo g. En el 
traste primero de la segunda poned 
una d, en el tercero e, en el quarto f, 
en el sexto g, en el octavo a, en el 
nono b pequeña, y en el decimo 
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which indicate and explain these 
intervals should be placed at the 
beginning of the strings. In order to 
draw the second vihuela, which 
begins on A re, an a should be placed 
at the beginning of the sixth string, 
which indicates A re at the 
beginning of the fifth string a c 
with a [sharp] sign, which means 
that string begins between C fa ut 
and D sol re at the beginning of the 
fourth string an e which says it 
begins on E la mí at the beginning 
of the third string an a, which is 
high a la mi re; at the beginning of 
the second string a c, with a natural 
sign, which means that that string is 
between c sol fa ut and d la sol re; at 
the beginning of the first string an 
e, which means high e [a mz and in 
this manner the proportions 
correspond to the abovementioned 
vihuela in gamut. 

On the first fret of the sixth 
string of this vihuela, place a b flat, 
on the second a b natural, on the 
third c, on the fifth d, on the seventh 
e, on the eighth f, on the tenth g. On 
the first fret of the fifth string 
place ad, on the third an e, on the 
fourth an f, on the sixth g, on the 
eighth a, on the ninth b flat, and on 
the tenth a b natural. On the first 
fret [of the fourth string] place an f, 
on the third g, on the fifth a, on the 
sixth b flat, on the seventh b natural, 
on the eighth c, and on the tenth d. 
On the first fret of the third string 
place a b flat, on the second fret a b 
natural, on the third c on the fifth 
d, on the seventh e, on the eighth f, 
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bquadrada. En el traste primero. de 
la prima poned una f, en el tercero 
g en el quinto a, en el sexto b 
pequeña, en el septimo bquadrada, 
en el octavo c, y en el decimo d. 
Quedan en esta vihuela los trastes en 
buena disposicion: por lo qual si 
deste temple usafe: ternia la vihuela 
de Are por familiar. Tiene esta 
vihuela la clave de Ffaut en la 
quarta en el traste primero: y la de 
csolfaut en la tercera en el traste 
tercero. 

A la vihuela de & mi poned al 
principio de la sexta cuerda una 
bquadrada, que dize ser mi, en el 
principio dela quinta una d con 
señal de bquadrado, que significa 
estar la tal cuerda entre Dsolre y 
Elami: y aunque esta boz no ay en el 
organo commun: la vihuela la tiene, 
como sea instrumento copioso. Al 
principio de la quarta se ponga una 
f con señal de bquadrado, que denota 
la tal cuerda comengar entre Ffaut y 
Gsolreut graves. Al principio de la 
tercera se ponga una bquadrada, que 
dize el mi de bfatmi: al principio 
de la segunda se ponga una d con 
señal de bquadrado, que denota 
comengar la tal cuerda entre 
dlasolre y  elami agudo. Al 
principio de la prima se ponga una 
f con señal de bquadrado, la qual 
dize estar la dicha cuerda entre ffaut 
y gsolreut agudos. Poned en el 
primero de la sexta c, en el tercero d, 
en el quinto e, en el sexto f, en el 
octavo g, y en el decimo a Al 
primero traste de la quinta poned 
una e, en el segundo f, en el quarto g, 
en el sexto a, en elseptimo b 


and on the tenth g. On the first [fret] 
of the second string place a d, on the 
third e, on the fourth f, on the sixth 
g, on the eighth a, on the ninth b 
flat, and on the tenth b natural. On 
the first fret of the first string place 
an f, on the third g, on the fifth a, on 
the sixth b flat,- on the seventh b 
natural, on the eighth c, on the tenth 
d. The frets on this vihuela have a 
good arrangement, so that if you 
used this tuning you would be very 
familiar with the vihuela in A re. 
This vihuela has a clef of F fa ut on 
the fourth string first. fret, and that 
of c sol fa ut on the third string 
third fret. 

On the vihuela in & mi place a b 
natural at the beginning of the sixth 
string, which says [this string] is t5 
at the beginning of the fifth string a 
d with a sharp sign, which means 
that that string is between D sol re 
and E la mi, and though the common 
organ does not have this note, the 
vihuela does, because it is a 
bountiful instrument.” At the 
beginning of the fourth string place 
an f with a sharp sign, which 
indicates that that string begins 
between low F fa ut and G sol re ut. 
At the beginning of the third string 
a sharp sign should be placed which 
means the mi of b fa ! mí at the 
beginning of the second string place 
a d with a sharp sign, which denotes 
that that string begins between high 
d la sol re and e la mi At the 
beginning of the first string an f 
with a sharp sign is placed, which 
means that the said string is between 
high f fa ut and g sol re ut. Place a c 
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pequefía, en el octavo bquadrada, y en 
el nono c Poned en el traste 
primero una g, en el tercero a, en el 
quarto b pequefia, en el quinto otra 
quadrada, en el sexto c, en el octavo 
d, y en el decimo e. Poned en el 
traste primero de la tercera una c, en 
el tercero d, en el quinto e, en el 
sexto f, en el octavo g, y en el decimo 
a. Al traste primero de la segunda 
poned una e, en el segundo f, en el 
quarto g, en el sexto a, en el septimo 
una b pequeña, otra quadrada en el 
octavo, y en el nono c. Al traste 
primero de la prima poned una g, en 
el tercero a, en el quarto b pequeña, 
en el quinto una quadrada, en el 
sexto c, en el octavo d, y en el decimo 
e. Tiene esta vihuela la clave de 
Ffaut en la quinta en el segundo 
traste: y la de colsfaut en la tercera 
en el primero. 

En la sexta cuerda de la vihuela de 
Cfaut al principio se ponga una c, 
que significa el dicho signo de 
Cfaut: en la quinta una e, que es 
Elami grave: en la quarta una g que 
es Gsolreut: en la tercera una c, que 
es csolfaut: en la segunda una e, que 
es elami agudo: y en la prima una g, 
que es gsolreut agudo. En el traste 
segundo de la sexta desta vihuela 
poned una d, en el quarto e, en el 
quinto f, en el septimo g, en el nono 
a, y en el decimo b pequeña. Al traste 
primero de la quinta poned una f, en 
el tercero g, en el quinto a, en el 
sexto b pequeña, en el septimo 
bquadrada, en el octavo c, y en el 
decimo d. Al segundo traste de la 
quarta poned una a, en el tercero b 
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on the first fret of the sixth string, 
on the third d, on the fifth. e, on the 
sixth f, on the eighth g, and on the 
tenth a. On the first fret of the fifth 
string place an e, on the second an f, 
on the fourth g, on the sixth a, on the 
seventh b flat, on the eighth b 
natural, and on the ninth c. Place a g 
on the first. fret, on the third a, on 
the fourth b flat, on the fifth a b 
natural, on the sixth c, on the eighth 
d, on the tenth e. Place a c on the 
first fret of the third string, on the 
third d, on the fifth e, on the sixth f, 
on the eighth g, on the tenth a. On 
the first fret of the second string 
place an e, on the second f, on the 
fourth g, on the sixth a, on the 
seventh a b flat, a b natural on the 
eighth, and on the ninth c. On the 
first fret of the first string place a g, 
on the third a, on the fourth b flat, 
on the fifth b natural, on the sixth c, 
on the eighth d, and on the tenth e. 
This vihuela has the clef of E fa ut 
on the fifth. string second fret, and 
of c sol fa ut on the third string first 
fret. 

On the sixth string of the 
vihuela in C fa ut one places a c at 
the beginning. The note C fa ut 
indicates that: on the fifth string an 
e which is low E la mz; on the fourth 
string a g which is G sol re ut, on the 
third string a c which is c sol fa ut; 
on the second an e which is e la mi 
and on the first string a g which is 
high g sol re us. On the second fret 
of the sixth string of this vihuela, 
place a d, on the fourth e, on the 
fifth f, on the seventh g, on the ninth 
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pequeña, en el quarto bquadrada, en 
el quinto c, en el septimo d, en el 
nono e, y en el decimo f. Al segundo 
de la tercera poned una d, en el 
quarto e, en el quinto f, en el 
septimo g, en el nono a, y en el 
decimo b pequeña. Al traste primero 
de la segunda poned una f, en el 
tercero g, en el quarto a, en el sexto b 
pequeña, en el septimo otra 
quadrada, en el octavo c, y en el 
decimo d. En el traste segundo de la 
prima poned una a, en el tercero b 
pequeña, en el quarto otra quadrada, 
en el quinto c, en el septimo d, en el 
nono e, y en el decimo f. Tiene esta 
vihuela la clave de Ffaut en la 
quinta en el traste primero: y la de 
csolfaut en la tercera en vazio. 

- Para la quinta vihuela se ha de poner 
al principio de la sexta una d, que 
significa Dsolre en la quinta una f 
con señal de bquadrado, que dize 
comengar entre Ffaut y Gsolreut 
graves: en la quarta una a, que es 
alamire agudo: en lat tercera una d, 
que es dlasolre: en la segunda una f 
con señal de bquadrado, que dize 
estar entra ffaut y gsolreut agudos: 
en la prima a, que es alamire 
sobreagudo. Para debuxar 
complidamente esta vihuela y la 
siguiente de Elami basta lo dicho. 
Tiene esta vihuela la clave de Ffaut 
en la sexta en el traste tercero: y la de 
csolfaut en la quarta en el tercero. 
Para la sexta vihuela poned en el 
principio dela sexta cuerda una e, 
que significa Elami grave: en la 
quinta una g con señal de bquadrado 
que denota estar entre Gsolreut y 
alamire: en la quarta una bquadrada, 


a, and on the tenth b flat. On the 
first fret of the fifth string place an 
f, on the third g, on the fifth a, on 
the sixth. b flat, on the seventh b 
natural, on the eighth c, and on the 
tenth d. On the second fret of the 
fourth string place an a, on the third 
b flat, on the fourth b natural, on the 
fifth c, on the seventh d, on the ninth 
e, and on the tenth f. On the second 
fret of the third string place a d, on 
the fourth e, on the fifth £, on the 
seventh g, on the ninth a, and on the 
tenth b flat. On the first fret of the 
second string place an f, on the third 
g, on the fourth a, on the sixth b flat, 
on the seventh a b natural, on the 
eighth c, and on the tenth d. On the 
second fret of the first string place 
an a, on the third b flat, on the 
fourth a b natural, on the fifth. c, on 
the seventh d, on the ninth e, and on 
the tenth f. This vihuela has the clef 
of low F fa ut on the fifth string 
first fret, and that of c sol fa ut on 
the third string open. 

For the fifth vihuela a d 
should be placed at the beginning of 
the sixth. string which indicates D 
sol re, on the fifth string an f with 
the sharp sign which means it begins 
between low E fa ut and G sol re ut, 
on the fourth string an a which is 
high a la mi re, on the third string a 
d which is d /a sol re, on the second 
string an f with the sharp sign 
which means it is between high f fa 
ut and g sol re ut, on the first string a 
which is double high a la mi re. In 
order to draw this vihuela and the 
following in E la mi completely, 
what has been said is sufficient. 
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que significa el mi de bfatmi 
agudo: en la tercera una e, que es 
elami agudo: en la segunda una g 
con señal de  bquadrado que 
significa estar entre gsolreut y 
alamire: en la prima una bquadrada, 
que significa el mi de bfatmi. Esta 
vihuela tiene la clave de Ffaut en la 
sexta en el primero traste: y la de 
csolfaur en la quarta tambien en el 
primero. 

La ultima vihuela se dize de Ffaut: 
en la sexta cuerda se ponga una f: a la 
quinta se ponga una a, que dize ser 
alamire: a la quarta poned una c, que 
es csolfaut: a la tercera una F, que es 
ffaut agudo: a la segunda una a que es 
alamire: a la prima una c, que es 
csolfa. Poned en el traste segundo de 
la sexta una g, en el quarto a, en el 
quinto b pequeña, en el sexto 
bquadrada, en el septimo c, en el 
nono d. En el primero de la quinta 
poned una b pequefia, en el sexto 
bquadrada, en el septimo c, en el 
nono d. En el primero de la quinta 
poned una b pequeña, en el segundo 
otra quadrada, en el tercero c, en el 
quinto d, en el septimo e, en el 
octavo f, en el decimo g. En el 
segundo de la quarta poned una d, en 
el quarto e, en el quinto f, en el 
septimo g, en el nono a. En el 
segundo de la tercera poned una g, en 
el quarto a, en el quinto b pequeña, 
en el sexto bquadrada, en el septimo 
c y en el nono d. En el traste 
primero dela segunda poned una b 
pequeña en el segundo otra 
quadrada, en el tercero c, en el 
quinto d, en el septimo e, en el 
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This vihuela has the clef of F fa ut 
on the sixth string third fret, and 
that of c sol fa ut on the fourth 
string third fret. 

For the sixth vihuela, place an 
e at the beginning of the sixth string 
which means low E /a mi on the 
fifth string a g with a sharp sign 
which denotes that it is between G 
sol re utand a la mi re, on the fourth 
a b natural which indicates the mi of 
high b fz4 mi, on the third string an 
e which is high e la mi on the 
second string a g with the sharp sign 
which indicates it is between g sol re 
ut and a la mi re, on the first string a 
b natural which indicates the mi of 
b fa + mi This vihuela has the clef 
of F fa ut on the sixth string first 
fret, and that of c sol fa ut on the 
fourth string also on the first fret. 

The last vihuela is said to be 
in F fa ut on the sixth string one 
places an £, on the fifth one places an 
a which means it is a la mi re, on the 
fourth string place a c which is c so/ 
fa ut, on the third an E which is 
high f fa ut on the second an a 
which is a la mi re, on the first a c 
which is c sol fa. Place a g on the 
second fret of the sixth string, on the 
fourth a, on the fifth b flat, on the 
sixth b natural, on the seventh c, on 
the ninth d. On the first fret of the 
fifth string place a b flat, on the 
second fret a b natural, on the third 
c, on the fifth d, on the seventh e, on 
the eighth f, on the tenth g. On the 
second fret of the fourth string 
place a d, on the fourth e, on the 
fifth f, on the seventh g on the ninth 
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octavo f, en el decimo g. En el 
segundo traste de la prima poned 
una d, en el quarto e, en el quinto 
una f, en el septimo g, en el nono 
una a. Tiene esta vihuela la clave de 
Ffaut en la sexta en vazio: y la de 
csolfaut en la quarta en vazio. Todas 
las sobredichas letras aveys de poner 
en las cuerdas señaladas: porque 
significan las tales cuerdas 
comengar en vazio en las tales letras, 
y las de los trastes declaran el 
gamaut: como en las otras vihuelas. 
El que estas vihuelas pintare: tome 
los avisos dos en las otras vihuelas 
pintadas. 


DE UNA VIHUELA DE SIEPTE 
ORDENES DE CUERDAS 
C. LX 


Una vihuela de siepte ordenes de 
cuerdas usan algunos tañedores, y es, 
que sobre las seys cuerdas que tiene 
la vihuela commun, ponen una que 
forma un diatessaron sobre la 
prima. En algunas obras cifradas de 
el claro Guzman  hallareys esta 
manera de vihuela. A otros buenos 
tafiedores se la he visto usar. El que 
quisiere usarla para obras de muchos 
puntos: podra mas descansadament 
tafierlas. Quiero poner otra vihuela 


a. On the second fret of the third 
string place a g, on the fourth a, on 
the fifth b flat, on the sixth b 
natural, on the seventh c, and on the 
ninth d. On the first fret of the 
second string place a b flat, on the 
second a b natural, on the third c, on 
the fifth d, on the seventh e, on the 
eighth f, on the tenth g. On the 
second fret of the first string place a 
d, on the fourth e, on the fifth an f, 
on the seventh g, on the ninth an a. 
This vihuela has the clef of F fa ut 
on the sixth string open, and that of 
c sol fa ut on the fourth string open. 
All the abovementioned letters 
should be placed on the indicated 
strings so that they indicate that 
those open strings begin on those 
letters, and the letters of the frets 
explain the gamut, [just] as with the 
other vihuelas. Whoever draws these 
vihuelas should follow the advice 
given for the other drawn vihuelas. 


ON A SEVEN-COURSE VIHUELA 
CHAPTER 62, FOL. 95* 


Some players use a seven-course 
vihuela, that is, in addition to the 
six strings of the common vihuela, 
they add another one which forms a 
diatessaron above the first. string. In 
some of the tablatures of the famous 
Guzman, you will find this kind 
of vihuela. I have seen it used by 
other good players [as well]. If one 
wants to use it for works with a 
large range, [these works] could be 
played more easily. [But] I want to 
explain another  seven-course 
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de siepte ordenes por tener mejor 
temple, y servira para obras de 
Gomberth, y otras hechas aposta para 
el organo. En este vihuela se pueden 
poner obras a cinco: si saben tomar 
los signos que dan en vazio. 
Primeramente (para declarar esta 
vihuela) es de saber, que a la cuerda 
mas baxa puse septima, y a la otra 
sexta, y afi van diminuyendo los 
numeros hasta la prima. Busquen 
cuerdas a proposito de las 
consonancias que ay de una cuerda a 
otra: buscando para la septima una 
cuerda mas gruessa que se suelen 
poner por sexta en la vihuela 
commun, y para la prima otra mas 
delgada. Estas siepte ordenes de 
cuerdas no se deven poner: sino en un 
tenor grande, y por necessidad de 
obras particulares, o por una 
curiosidad. 

Todas las cuerdas desta vihuela 
quedan en tal disposicion, que 
siendo heridas junctas en vazio 
hazen harmonia: por lo qual vernan 
muchos golpes en vazio. La 
disposicion en que estan las 
sobredichas cuerdas es la siguiente. 
Desde la cuerda inferior a la 
superior en una distancia ay 
diapente, y en otra ay diateftaron: y 
siguiendo este orden, no tiene mas 
cuenta, Declaro lo ya dicho. Desde 
la septima cuerda hasta la sexta ay un 
diapente, que son siepte semitonos. 
Desde la sexta a la quinta ay un 
diatessaron, que son cinco 
semitonos. Desde la quinta a la 
quarta ay un diapente: desde la 
quarta a la tercera un diatefaron. 
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vihuela because it has a better tuning 
and will be good for works of 
Gombert and other [works] written 
specifically for organ. One can 
intabulate five-part works on this 
vihuela if one knows how to use the 
notes on open strings. First, in order 
to explain this vihuela, it should be 
known that the lowest string is 
called the seventh, the [next] the 
sixth, and in this manner, the 
numbers decrease until the first 
string. Choose the strings according 
to the intervals [which are formed] 
from one string to another. For the 
seventh string a thicker string 
should be used than the sixth string 
of the common vihuela, and for the 
first string, a thinner one. These 
seven courses of strings should only 
be placed on a large tenor [vihuela], 
when needed for specific works, or 
as a novelty. 

All the strings on this vihuela 
are arranged in such a manner that 
when the open strings are struck 
together, they make harmony. For 
[this reason] you will see many 
strokes on open strings. The 
disposition of the strings is as 
follows. From the lower to the 
higher string there is a distance of a 
diapente and on others, a diatessaron, 
and if one follows this order, there 
is nothing more to it. 1 [will] 
explain what I have just said. From 
the seventh string to the sixth. there 
is a diapente, which is seven 
semitones. From the sixth to the 
fifth there is a diapente, from the 
fourth to the third a diatessaron. 
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Desde la tercera ala segunda ay un 
diapente: y de la segunda a la prima 
un diatefiaron. Para templar esta 
vihuela por unisonus hollareys la 
una cuerda inferior en el septimo 
traste, y la otra en el quinto. Pues 
hollada la septima en el septimo es 
ygual con la sexta: y la sexta en el 
quinto viene con la quinta: y assi 
procede hasta la prima. Mas facil se 
templara por octavas. Templad la 
quarta y con ella la tercera, o quinta: 
segun es dicho: con las quales 
templareys las otras por octavas. Con 
la quarta vienen la sexta y segunda: y 
con la quinta septima, tercera, y 
prima todas en vazio. Afi hallareys, 
que pintando esta vihuela la letra 
que tiene la quarta: tienen la sexta y 
segunda, y la letra de la septima es de 
la quinta, tercera, y prima. 

Tiene en vazio veynte y dos puntos: y 
hollados los diez trastes de la 
prima, allega a veynte y ocho. 
Pintando esta vihuela poned en la 
septima una g, en la sexta d, en la 
quinta g, en la quarta d, en la tercera 
g en la segunda d, y en la prima g. 
En la septima en el segundo a, en el 
tercero b pequeña, en el quarto 4, en 
el quinto c, en el septimo d, en el 
nono e, y en el decimo f: las cuales 
letras aveys de poner en la quinta, 
tercera, y prima. Afi que tiene 
correspondencia estas quatro cuerdas 
en las letras de el principio, y 
tambien de todos los trastes. En la 
sexta cuerda aveys de poner en el 
segundo traste e, en el tercero una f, 
en el quinto g, en el septimo a, en el 
octavo b pequeña, en el nono & y en 
el decimo una c. Estos mesmas letras 


From the third to the second there is 
a diapente, and from the second to 
the first a diatessaron. In order to 
tune this vihuela in unisons, you 
should stop one of the lower string 
at the seventh fret, and the other at 
the fifth fret. Thus, the seventh 
string stopped at the seventh fret is 
the same as the sixth string, and the 
sixth string at the fifth fret [the 
same as] the fifth, and thus it 
proceeds until the first string. It is 
easier to tune by octaves. Tune the 
fourth string, and tune the third or 
fifth string to it, as discussed 
[above]; with these strings you will 
tune the others by octaves. The sixth 
and second strings are [in octaves 
with] the fourth string; and the 
seventh, third and first, with the 
fifth, all open. Thus you will find 
that in drawing this vihuela, the 
letter of the fourth string is also 
that of the sixth and second string, 
and the letter for the seventh is that 
of the fifth, third, and first. 

On the open strings, there is a 
range of twenty-two notes, and if 
one stops the ten frets of the first 
string, it reaches twenty-eight. In 
drawing this vihuela, place a g on 
the seventh string, on the sixth a d, 
on the fifth g, on the fourth d, on the 
third g, on the second d, and on the 
first g. On the seventh string, second 
fret [place an] a, on the third [fret] b 
flat, on the fourth b natural, on the 
fifth c, on the seventh d, on the ninth 
e, and on the tenth £ You should also 
place these same letters on the fifth, 
third and first strings. Thus there is 
a correspondence between the letters 
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ha de tener la quarta y segunda. Esta 
vihuela tiene la clave de Ffaut en la 
sexta en el traste tercero: y la de 
csolfaut en la quinta en el quinto 
traste. 


PARA PINTAR SEYS VIHUELAS 
EN ESTE TEMPLE 
CA. LXIIJ. 


Poca musica verna que por sola la 
vihuela sobredicha no se pueda 
cifrar: porque es la distancia en que 
anda grande. Por esto parece que se 
podia passar sin pintar otras. Mas si 
fuere menester: conforme a lo ya 
dicho se hagan, comengando una en 
Are, otra en hmi, hasta complir el 
numero de siepte. Para mayor 
facilidad pongo el modo. 

En la vihuela de are se ponga en la 
septima una a, en la sexta e, en la 
quinta a, en la quarta e, en la tercera 
a, en la segunda e, en la prima a: las 
quales letras significan los signos 
en que comiencan las cuerdas en 
vazio. Tiene esta vihuela la clave de 
Ffaut en la sexta en el traste 
primero: y la de csolfaut en la 
quinta en el tercero. 

En la vihuela de tmi a la septima se 
ponga una k, a la sexta una f con señal 
de bquadrado, a la quinta unas y por 
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at the beginning of these four 
strings in as well as in all the frets. 
On the sixth string you should place 
ane on the second fret, on the third 
an f, on the fifth. g, on the seventh a, 
on the eighth b flat, on the ninth b 
natural, and on the tenth a c. The 
fourth and second strings should 
have the same letters. This vihuela 
has the clef of F fa ut on the sixth 
string, third fret; and that of c sol fa 
ut on the fifth string, fifth fret. 


TO DRAW SIX VIHUELAS IN 
THIS TUNING 
CHAPTER 63, FOL. 95" 


There is very little music that 
cannot be intabulated for the 
abovementioned vihuela alone 
because it has a very large range. 
Thus, it seems that we could get by 
without drawing others. But if 
necessary, they can be done, 
observing what was said above, and 
beginning one on A re, another on 
Uni until [having made] seven. T o 
make things easier, I will explain 
how. 

On the vihuela in A re one 
places an a on the seventh string, on 
the sixth e on the fifth a, on the 
fourth e on the third a on the 
second e, on the first a: these letters 
indicate the notes with which the 
open strings begin. This vihuela has 
the clef of F fa ut on the sixth 
string, first fret, and the clef of c sol 
fa ut on the fifth string, third fret. 

On the vihuela in 4 má a b 
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este orden procedan hasta la prima. 
Tiene esta vihuela la clave de Ffaut 
en la septima en el sexto traste: y la 
de csolfaut en la quinta en el 
primero. En la vihuela de Cfaut se 
ponga en la septima una c, en la sexta 
g en la quinta c, y afi procedan 
basta la prima. Tiene esta vihuela la 
clave de Ffaut en la septima en el 
quinto traste: y la de csolfaut en la 
quinta en vazio. En la vihuela de 
Dsolre en la septima se ponga d y en 
la sexta a, y affi procedan hasta la 
prima. Tiene la clave de Ffaut en la 
septima en el traste tercero: y la de 
csolfaut en la sexta en el mesmo 
traste. En la vihuela de Elami se 
ponga en la septima e, en la sexta h, 
en la quinta e, y procedan conforme 
a lo ya dicho. La clave de Ffaut tiene 
esta vihuela en la septima en el traste 
primero: y la de csolfaut en la sexta 
en el mesmo traste. A la ultima 
vihuela de Ffaut se ponga en la 
septima una f, en la sexta c, en la 
quinta f, y afi de todas las otras. En 
la septima en vazio tiene la clave de 
Ffaut: y la de csolfaut en la sexta 
tambien en vazio. 

Para pintar estas seys vihuelas he 
dicho poco: porque me parece para 
todos bastar, y aun para algunos 
abiles sera fastidio y sera menester 
suplicarles que perdonen mis 
prolixidades, pues para otros seran 
menester. Afi que todos seran 
sufficientes (si bien lo estudian) 
para complidamente pintar las 
dichas vihuelas, y poner todas las 
letras: afi las que yo dixe, que se 
ponen al principio de las cuerdas: 
como las que se han de poner en los 


natural is placed on the seventh 
string, on the sixth an fwith a sharp 
sign, on the fifth a b natural, and so 
forth up to the first. string. This 
vihuela has the clef of F fa ut on the 
fifth string first fret. On the 
vihuela in C fa ur one places a c on 
the seventh string, on the sixth g, on 
the fifth c and so forth until the 
first. This vihuela has a clef of E fa 
uton the seventh string on the third 
fret, and that of c sol fa ut on the 
sixth string on the same fret. On the 
vihuela in D sol re, one places a d on 
the seventh string, an a on the sixth, 
and so forth until the first. [string]. 
It has the clef of F fa ut on the 
seventh string on the third fret, and 
that of c sol fa ut on the sixth string 
on the same fret. On the vihuela in E 
la mi, one places an e on the seventh 
string, on the sixth a b natural, on 
the fifth e and thus proceed as above. 
This vihuela has the clef of F fa ut 
on the seventh string first fret, and 
that of c sol fa ut on the sixth string 
on the same fret. On the last vihuela 
in F fz ut one places an f on the 
seventh string, on the sixth c, on the 
fifth £ and thus for all the others. 
On the seventh string open, it has the 
clef of F fa ut and that of c sol fa ut 
on the sixth string, also open. 

To draw these six vihuelas, I 
have said little, because it seems that 
this is enough for everyone, and 
will even be boring for some who 
are [more] proficient and I beg 
them forgive my prolixity, but for 
others it is necessary. So, everyone 
will be prepared (if they understood 


it well) to draw the rest of these 
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trastes. Para esta vihuela que tiene 
veynte y dos puntos en vazio se note, 
que ella en vazio sale fuera de la 
mano commun del canto: quanto 
mas sera hollados los trastes de la 
prima. Contiene con los diez trastes 
veynte y ocho letras. Aveys pues de 
ymaginar proceder por sus octavas: 
como el monachordio. Queda esta 
vihuela en figura circular, que da la 
buelta redonda de adonde començo 
con quatro octavas. Desta forma 
viene el organo que yo pongo: 
porque le augmento una letra a la 
parte superior, y haze la dicha 
buelta redonda, o circular. 


DE OTRA VIHUELA DE SIETE 
ORDENES 
CAPITU. LXHIJ. 


Porque la vihuela que en los dos 
capitulos precedentes he tractado 
anda en muchos puntos, y por ventura 
no todos los tafiedores hallaran 
cuerdas para hazerla del sobredicho 
temple (aunque es bueno por estar en 
quintas y en octavas) quiero poner 
otra: la qual tambien terna siepte 
ordenes, y que ande en menos puntos, 
y tenga temple, que quasi todas las 
cuerdas dando en vazio: haran 
consonancia. Tiene esta vihuela en 
vazio diez y nueve puntos, que es 
quinta sobre quinzena: el temple de 
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vihuelas and place all of the letters: 
the ones that I gave are placed at the 
beginning of the strings as well as 
the ones that should be placed on the 
frets. One should note that this 
vihuela, which has a range of 
twenty-two notes on the open strings, 
goes beyond the common hand of 
chant by the number of frets that are 
stopped on the first string. With 
these ten frets, it has twenty-eight 
notes. You should, thus, imagine it 
to proceed in octaves, like on the 
clavichord." This vihuela has a 
circular [progression] which, over 
four octaves, comes full circle from 
where it began. The organ that 1 
explain also has this progression 
because I increase its upper register 
by one note, and it makes the same 
full circle.” 


ON ANOTHER VIHUELA WITH 
SEVEN COURSES 
CHAPTER 64, FOL. 95' 


Because the other vihuela 
which I have discussed in the 
preceding two chapters has a range 
of many notes and not all the 
players will have the luck of 
finding the strings to tune the 
vihuela in the abovementioned 
manner, even though [the tuning] is 
good because it is in fifths and 
octaves, I want to discuss another 
one: one which has seven courses, and 
has an range of fewer notes, and a 
tuning where nearly all the open 
strings, when sounded, will be 
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la qual es el siguiente. 

Desde la septima a la sexta ay un 
diapente, de la sexta a la quinta un 
diatefiaron, de la quinta a la quarta 
un ditono, de la quarta a la tercera 
un diapente, de la tercera a la 
segunda un diatessaron, y de la 
segunda a la prima un semiditono. 
Para templarla por unisonus se 
tenga este orden. Templada la 
septima en el tono que las otras 
cuerdas puedan suffrir: puesto el 
dedo en el septimo traste viene con 
la sexta en vazio a ser unisonus. El 
diapente tantos trastes pide. La sexta 
hollada en el quinto traste, herida 
con la quinta en vazio: vienen a ser 
yguales. La quinta hollada en el 
quarto traste, herida con la quarta 
cuerda en vazio: forman unisonus. 
La quarta cuerda hollada en el 
septimo traste, herida con la tercera 
en vazio: forman  unisonus. La 
tercera hollada en el quinto traste, 
herida con la segunda en vazio: 
vienen a ser unisonus. La segunda 
hollada en el tercero traste, herida 
con la prima en vazio: formaran 
unisonus. Las consonancias que ay 
desde las cuerdas inferiores a las 
superiores: tantos trastes como he 
nombrado son menester, para ser 
formadas. Por esto y por lo ya dicho 
otras vezes podra el curioso, 
estudioso, y abil tañedor templar de 
muchas maneras esta vihuela, y 
saberla pintar, y otras seys si fueren 
menester, entendera donde estaran 
las claves en todas ellas, y 
finalmente sabiendo cifrar en una 
vihuela de las otras: cifrara en todas, 
si las tiene delante pintadas. No 


consonant. This vihuela has [a range 
of] nineteen notes on the open 
strings, which is a fifth above [the 
standard tuning of] a fifteenth, the 
tuning of which is as follows: 

From the seventh to the sixth 
string there is a diapente, from the 
sixth to the fifth a diatessaron, from 
the fifth to the fourth a ditone, 
from the fourth to the third a 
diapente, from the third to the 
second a diatessaron, from the 
second to the first a semi-ditone.? 
In order to tune it by unisons one 
should do as follows. Tuning the 
seventh string to a [tension] which 
the other strings can tolerate, and 
placing the finger on the seventh 
fret, it should form a unison with 
the open sixth string. The diapente 
requires that many frets. The sixth 
string stopped at the fifth fret, 
struck with the open fifth string, are 
the same. The fifth string stopped at 
the fourth fret, struck with the open 
fourth string, forms a unison. The 
fourth string stopped at the seventh 
fret, struck with the open third 
string, forms a unison. The third 
string stopped at tbe fifth fret, 
struck with the open second string, 
forms a unison. The second string 
stopped at the third fret, struck with 
the open first string, forms a unison. 
In order to form the intervals from 
the lower to the higher strings, the 
number of frets that 1 have 
enumerated are necessary. 

By [following] this and by 
what has been said at other times [in 
the book], the serious, studious and 
competent player can tune this 
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tengan en poco este artificio los 
sabios tafiedores: porque ellos no lo 
ban menester. Y los que no saben 
cifrar: no les espante el no entender 
la vihuela, ni por dichos de grandes 
tafiedores desconfien. 

Yo les prometo que va el arte para 
entender este instrumento muy 
claro. En menos tiempo sabran por 
el cifrar: que yo estuve en hazerlo, si 
lo saben estudiar. El que aprovechar 
quisiere en estas vihuelas nuevas: no 
deve entrar en ellas hasta que 
entienda bien la vihuela commun, y 
sepa para ella cifrar. Despues de 
bien cursado en los que se usa: puede 
tomar esta vihuela nueva para obras 
particulares. El que quisiere el 
temple desta vihuela repartirlo en 
una guitarra y en una bandurria: 
seria buena curiosidad. La guitarra 
ternia las quatro cuerdas inferiores, 
conviene a saber la septima, sexta, 
quinta, y quarta de la dicha vihuela. 
Y la bandurria avia de tener tercera, 
segunda, y prima: puestas en el 
mesmo temple que la vihuela las 
tenia. No seria difficultoso hazer 
esta vihuela repartida en los dos 
instrumentos ya dichos. El que 
uviesse de hazer este primor: sera 
menester que pintaße la guitarra y 
bandurria en el temple ya dicho, y 
cifraße en el un instrumento las dos 
bozes, y en el otro las otras dos y aÑi 
tañerian dos tafiedores una obra a 
quatro y aun a cinco en dos 
instrumentos. Quien esto uviere de 
hazer ha de ser buen cantor, que sepa 
Musica, y compas. 
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vihuela in many ways, and know 
how to draw it and another six if 
necessary; he will understand where 
the clefs will be on all of them, and 
finally, if he knows how to 
intabulate for one of the other 
vihuelas, he will [be able to] 
intabulate for all of them if he has 
[the drawings] in front of him. 
Knowledgeable players should not 
underestimate this method [just] 
because they do not need [to use] it. 
And those who do not know how to 
intabulate, should not be daunted i f 
they do not understand the vihuela, 
nor should they be intimidated by 
what great players say. 

I promise you that the art of 
understanding this instrument is 
very clear. You will know how to 
intabulate for it in less time than it 
took me to do it, if you know how to 
study it. If one wants to use these new 
vihuelas, one should not begin with 
them until one understands the 
common vihuela well, and knows 
how to intabulate for it. After being 
well versed in the one that is 
[commonly] used, one can use this 
new vihuela for specific works. 1f 
one wants to divide the tuning of 
this vihuela between a guitar and a 
bandurria, it would be a good 
possibility, The guitar would have 
the four lower strings, that is to say 
the seventh, sixth, fifth, and fourth 
of the said vihuela. And. the 
bandurria should have the third, 
second, and first, placed in the same 
tuning as the vihuela. It would not 


be difficult to divide this vihuela 
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DE LAS GUITARRAS QUE SE 
USAN AHORA 
CA. LXV. 


Despues de aver hablado de la 
vihuela commun y puesto la 
complida declaracion de los modos 
de cifrar, y de los diversos temples: 
pareciome (porque mi intento es 
aprovechar a todos) pintar la 
guitarra, y declararla: para que sepan 
los tañedores tambien cifrar en 
guitarra: como en vihuela. De 
mayor abilidad se puede monstrar 
un tafiedor con la intelligencia, y 
uso de la guitarra: que con el de la 
vihuela, por ser instrumento mas 
corto. Por lo qual es de saber, que se 
usan dos maneras de guitarra: y son 
la que dizen a los nuevos y a los 
viejos, a los altos y a los baxos: de las 
quales dos differencias tractare en el 
presente capitulo. 

Las guitarras tienen communmente 
quatro cuerdas. Suelen llamar a la 
cuerda mas baxa quinta, yo le 
Ilamaria quarta, y a la otra tercera, a 
la siguiente segunda, y a la mas alta 


between these two instruments. If 
one wants to do this excellent detail, 
it will be necessary to draw the 
guitar and bandurria in the tuning 
discussed above, and to intabulate 
two voices on one instrument and 
the other two on the other, and thus 
two players would play a four-part 
and even five-part work on two 
instruments. Whoever does this, 
must be a good singer, who knows 
music and tempo. 


ON THE GUITARS THAT ARE 
CURRENTLY USED 
CHAPTER 65, FOL. 96* 


Having discussed the common 
vihuela and having given a thorough 
explanation of the ways of 
intabulating, and of the different 
tunings, it occurred to me (because 
my intention is to benefit everyone) 
to draw the guitar and explain it so 
that the players would also be able 
to intabulate for the guitar as well 
as for the vihuela. A player can 
better display his skill with the 
understanding and use of the guitar 
than with that of the vihuela, 
because it is a smaller instrument. 
Consequently, it should be known 
that two types of guitars are used, 
and they are the one that is called a 
los nuevos and [the one called] a los 
viejos [or] a los altos and a los bajos. T 
will discuss the differences between 
the two in the present chapter. 

Guitars commonly have four 


‘strings. The lowest string is usually 


called the fifth? (I would call it 
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prima. Baxa y alta llamo en 
comparacion de la Musica: y no del 
sitio, o lugar que tienen en el 
instrumento. La guitarra a los 
nuevos tiene todas quatro cuerdas en 
el temple, y disposicion de las 
quatro de la vihuela commun: que 
seran, sacadas la sexta y prima. Digo, 
que si la vihuela quereys hazer 
guitarra a los nuevos: quitalde la 
prima y sexta, y las quatro cuerdas 
que le quedan: son las de la guitarra. 
Y, si la guitarra quereys hazer 
vihuela: ponedle una sexta y una 
prima. Suelen poner a la quarta de 
la guitarra otra cuerda, que le 
llaman requinta. No se, si quando 
este nombre pusieron a la tal cuerda: 
formava con la dicha quarta un 
diapente, que es quinta perfecta: y 
por esto tomo nombre de requinta. 
Ahora no tienen este temple: mas 
forman ambas cuerdas una octava: 
segun tiene el laud, o vihuela de 
Flandes. Este instrumento teniendo 
las tres, o quatro ordenes de cuerdas 
dobladas, que forman entre si 
octavas: dizen tener las cuerdas 
requintadas. Tiene esta guitarra a 
los nuevos en vazio nueve puntos: y 
ordenanse en la manera siguiente. 
Desde la quarta a la tercera ay un 
diateffaron: por lo qual el tafiedor 
que la quisiere pintar ha de poner en 
la quarta una g, que es gamaut, y en 
la tercera una c, que es Cfaut. Desde 
la tercera a la segunda ay una tercera 
mayor: por lo qual la segunda terna 
una e, que significa Elami. Desde la 
segunda a la prima ay un diatefaron: 
y assi en la prima ha de ser puesta 
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fourth) and the other one the third, 
the next the second, and the highest 
the first. I say high and low in 
reference to the music, and not to the 
place or location [the strings] have 
on the instrument. All four strings 
on the guitar æ los nuevos are in the 
[same] tuning and disposition as the 
four of the common vihuela, that is, 
with the sixth and the first strings 
removed. I mean that if you want to 
make a vihuela into a guitar æ los 
nuevos, take off the first. and sixth 
strings. And if you want to make the 
guitar into a vihuela, put a sixth and 
a first string on it. Often people 
place another string on the fourth 
course? of the guitar which is 
called a requinta. 1 do not know if 
they gave this name to this string 
because it formed a diapente, which 


4s a perfect fifth, with [the other 


string on the same course] and for 
this reason it acquired the name 
requinta. Now they do not have this 
tuning, but both strings form an 
octave, as does the lute or Flemish 
vihuela. This instrument, having 
three or four courses doubled, 
which form among themselves an 
octave, is said to have requinted 
strings.” This guitar 4 los nuevos 
has a range of nine notes on the open 
strings, and they are ordered in the 
following manner. From the fourth 
to the third string there is a 
diatessaron, for which the player 
who wants to draw [this guitar] 
should place a g, which is gamut, on 
the fourth string and on the third a 
c which is C fa ut. From the third 
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una a que significa  alamire. 
Despues destas letras puestas al 
principio de las cuerdas: yran 
seguidas todas las otras por los 
trastes, que significan los signos: en 
la forma y manera que se pusieron 
en la vihuela, conviene a saber las 
letras que significan tono estaran 
dos trastes una de otra: y las que 
dizen semitono, solamente uno. 

Ponganse en la guitarra diez trastes: 
como en la vihuela. Los cortos, o 
abreviados en Musica no le ponen 
mas de cinco, o seys. Para templar 
esta guitarra por unisonus: se guarde 
el orden siguiente. Hollada la 
quarta en el quinto traste herida con 
la tercera en vazio: son yguales. La 
tercera hollada en el quarto traste: 
viene con la segunda en vazio a ser 
ygual. La segunda para que allegue a 
la prima: ha de ser hollada en el 
quinto traste. En los lugares ya 
señalados hallareys letras 
semejantes: y por tanto seran 
unisonus, que es ser yguales. El que 
fuere musico sabra templar por 
quintas, y octavas: mirando las letras, 
o signos que forman quintas y 
octavas. En el libro segundo 
capitulo treynta y quatro queda 
dicho el modo de templar la 
guitarra por octavas. Terna la 
guitarra de gamaut la clave de Ffaut 
en la segunda en el traste primero: y 
la de csolfaut en la prima en el 
tercero. Para la verdadera 
inteligencia desta guitarra, y para 
saber cifrar en ella: aprovecha lo 
dicho en la viheula, y lo principal 
es que tenga el principiante siempre 
una guitarra pintada delante: para 
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to the second string there is a major 
third, for which the second string 
should have an e which means E /a 
mi. From the second to the first 
string there is a diatessaron, thus on 
the first string an a should be 
placed, which means a la mi re. After 
these letters, placed at the beginning 
of the strings, all the others will 
follow on the frets indicated by the 
note names. Just as on the vihuela, 
one should know [that] the letters 
that signify a whole-tone will be 
two frets apart, and the ones that 
indicate a semitone, only one. 

Place ten frets on the guitar, 
like on the vihuela. Small 
instruments or those that play 
simple music use only five or six. 
To tune this guitar by unisons, one 
should proceed as follows: The 
fourth string stopped at the fifth 
fret, struck with the third string 
open are the same [note]. The third 
string stopped at the fourth fret is 
unison with the second string open. 
The second string, in order for it to 
match the first string, should be 
stopped at the fifth fret. In the 
places already indicated, you will 
find the same letters, and thus they 
will be unisons, which means they 
are the same. If one is a musician, 
one will know how to tune by fifths 
and octaves by looking at the letters 
or notes that form fifths and octaves. 
In book two, chapter thirty-four, 
how to tune the guitar by octaves has 
been explained. The guitar in 
gamuthas the clef of E fa ut on the 
second string at the first fret and the 
[clef of] c sol fa, on the first string 
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cifrar la Musica. 

Communmente se pongan en esta 
guitarra musica de duos: y pocas 
vezes a tres: la qual no paße de 
quinze puntos, y quantos menos 
tuviere sera mejor. Necessidad 
ternan los tafiedores de pintar no tan 
solamente la guitarra de gamaut, de 
la qual hasta ahora he tractado: sino 
otras seys del mesmo temple, de 
letras differentes. Y porque los 
principiantes no trabajen tanto en 
sacarlas, o pintarlas: quiero poner 
un breve modo para ello. 
Comengara la segunda guitarra en 
Are, la quarta della sera Are, la 
tercera Dsolre, la segunda Ffaut con 
señal de bquadrado, que quiere 
dezir comengar la tal cuerda en la 
tecla negra de entre Ffaut y gsolreut, 
la prima sera el mi de bfatmi. De 
forma, que a la quinta [sic] se ponga 
una A, a la tercera una D, a la 
segunda una f con señal de 
bquadrado y a la prima una 
bquadrada. 

A la tercera guitarra se ponga en la 
quarta una bquadrada, en la tercera 
una E, en la segunda una G con señal 
de bquadrado, y en la prima una c 
con sefial de bquadrado. Para la 
guitarra de Cfaut pongase a la 
quinta cuerda una C, a la tercera una 
F, ala segunda una a, y a la prima 
una d. Para la guitarra de Dsolre 
pongan en la quarta cuerda una d, en 
la tercera una g, en la segunda una 
bquadrada, y en la prima una e. La 
sexta guitarra comienga en Elami. 
Pongase a la quarta una e, a la tercera 
una a, a la segunda una c, con señal de 
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at the third fret. For the true 
understanding of this guitar and to 
know how to intabulate for it, make 
use of what has been said on the 
vihuela, the main thing being that 
the beginner should always have the 
drawing of the guitar in front of 
him in order to intabulate music. 

Normally one [plays] two-part 
and occasionally three-part music 
on this guitar, which should not go 
beyond a range of fifteen notes and 
the fewer the better. Players need to 
draw not only the guitar in gamut, 
which I have been discussing up 
until now, but another six [as well] 
with the same tuning, [but] with 
different letters. And so that the 
beginners will not have to work so 
hard to figure them out or draw 
them, I want to add a brief model 
[from which] to do it. The second 
guitar will begin on A re, its fourth 
string will be A re, the third D so/ 
re, the second F fa ut with a sharp 
sign which means thar that string 
begins on the black key between F fa 
ut and g sol re ut, and the first string 
will be the mi of b fa 4 mi Thus on 
the [fourth] string place an A, on the 
third a D, on the second an F with a 
[sharp] sign, on the first string a b 
natural. 

On the third guitar one should 
place a b natural on the fourth 
string, on the third an E, on the 
second a G with a sharp sign, and on 
the first a c with a sharp sign. For 
the guitar in C fa uz place a C on the 
[fourth] string, on the third an F, on 
the second an a, and on the first a d. 
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bquadrado a la prima una f con 
señal de bquadrado. Para la ultima 
guitarra se ponga al principio de la 
quarta una f, a la tercera una b 
pequeña, a la segunda una d, a la 
prima una g. 

En estas guitarras han de seguir el 
gamaut are con todas las 
particularidades que yo puse en las 
vihuelas. Esta mesma guitarra suelen 
tafier a los viejos y no ay otra 
differencia entre ambas: sino, que en 
la de los viejos abaxan la quarta un 
tono. Suele estar en la guitarra a los 
nuevos la cuerda quarta un 
diateftaron de la tercera: en la de los 
viejos esta un diapente, que son 
siepte semitonos. Pues para templar 
esta cuerda quarta en la guitarra a 
los viejos: han de hollar la dicha 
cuerda en el septimo traste, y sera 
unisonus: o hollada la segunda en el 
primero verna octava. Esta guitarra a 
los viejos anda en una dezena mayor 
en vazio: y contando diez trastes en 
la‘ prima allega a diez y seys puntos. 
El estudioso  tafiedor por la 
inteligencia de lo ya dicho afi en 
las vihuelas, como en las guitarras 
puede pintar siepte en este temple de 
los viejos. 


For the guitar in D sol re place ad 
on the fourth string, a g on the third, 
a b natural on the second, and an e on 
the first. The sixth guitar begins on 
E la mi Place an e on the fourth 
string, on the third an a, on the 
second a c with a sharp sign, on the 
first an f with a sharp sign. For the 
last guitar, place an f at the 
beginning of the fourth, on the 
third a b flat, on the second a d, on 
the first a g. 

On these guitars you should 
follow the scale of A re with all the 
details that 1 explained for the 
vihuelas. This same guitar is often 
played a los viejos and there is no 
difference between the two except 
that on the viejos guitar, they lower 
the fourth string a whole-tone. On 
the guitar a los nuevos the fourth 
string is usually a diatessaron from 
the third; on the viejos guitar it is a 
diapente, which is seven semitones. 
Thus to tune this fourth string on 
the viejos guitars, one should stop the 
said fourth string at the seventh fret, 
and it will be a unison [with the 
third string), or the second string 
stopped at the first fret will be an 
octave [from the fourth]. This 
guitar a los viejos has a range of a 
major twelfth on the open strings, 
and counting the ten frets on the 
first string, it reaches sixteen notes. 
The studious player, with the 
understanding of what has been said, 
on vihuelas as well as on guitars, can 
draw seven [guitars] in this viejos 
tuning. 
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DE UNA GUITARRA 
ANTIQUISSIMA Y DE OTRA 
NUEVA 
CAPITULO LXVI. 


Andando a buscar el primero que 
uso la vihuela, o guitarra despues 
del inventor Tubal (de lo qual da 
testimonio la sacra scriptura) de las 
palabras de Boecio en el capitulo 
veynte del libro primero saque, lo 
que deffeava. Dize este sancto doctor 
trayendo por testigo a Nichomacho 
antiguo, que Mercurio fue el 
inventor de poner la musica en 
quatro cuerdas a imitacion de los 
quatro elementos: y duro esta manera 
de instrumento hasta el tiempo del 
gran musico Orpheo. Dize mas el 
dicho Nichomacho (author es 
Andrea) que quando la Musica 
comengo no sabian cantar Musica 
concertada: sino a sola una boz. De 
las palabras de Boecio saco, que 
Mercurio uso guitarra: y Orpheo la 
augmento, y la hizo vihuela. De lo 
que Nichomacho dixo: infiero la 
variedad de los tiempos que la 
musica ha tenido, y aunque la 
Musica ahora ha venido a tanta 
perfection que tangan a cinco y a seys 
bozes, y canten a ocho y a mas: no por 
ello se han perdido los instrumentos 
que tafien a una boz. De tal manera 
los instrumentos perfectos de este 
tiempo avemos de conservar, y 
augmentar quanto pudieremos: que 
sepamos los que los antiguos usaron. 
Por lo qual me parecio resuscitar la 
guitarra del gran Mercurio. 

La distancia de este instrumento en 
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ON A VERY OLD GUITAR AND 
ANOTHER NEW ONE 
CHAPTER 66 FOL. 96’ 


In looking for the first person 
who used the vihuela or guitar, after 
Tubal, the inventor (for which the 
sacred scriptures give testimony), 
and from the words of Boethius, in 
chapter twenty of Book One,“ I 
obtained what 1 was looking for. 
This holy doctor says with 
Nichomachus? of old as an 
authority, that Mercury was the 
inventor of playing music on four 
strings in imitation of the four 
elements, and this kind of 
instrument prevailed until the time 
of the great musician Orpheus. 
Moreover, Nichomachus says 
(according to Andreas 
[Orüithoparcus]) that when music 
began they did not know how to sing 
music in concert, but only one 
line. From the words of Boethius 1 
conclude that Mercury used a guitar, 
and Orpheus expanded it and made 
it a — vihuela. From what 
Nichomachus said, 1 infer the 
variety of stages that music has gone 
through, and though music now has 
reached such perfection that it is 
played in five and six parts and is 
sung in eight and more [parts], we 
have not, because of that, lost the 
instruments which play only one 
line. Thus we should preserve and 
improve the perfect instruments of 
our time as much as possible, in 
order to know the ones that the 
ancients used. That is why it 
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vazio es un diapafon: la qual se 
ordena desta manera. Desde la quarta 
a la tercera ay un diateftaron, desde 
la tercera a la segunda un tono, desde 
la segunda a la prima un diateffaron. 
Quien bien mirare esta guitarra: 
vera que tiene dos diateffarones y dos 
diapentes, un tono y un diapafon. 
Desde la quinta a la tercera y desde 
la segunda a la prima son los 
diateffarones: desde la quarta a la 
segunda, y desde la tercera a la prima 
los diapentes: desde la tercera a la 
segunda el tono, y desde la quarta a 
la prima el diapafon. 

Tiemplase por unisonus en la 
forma siguiente. Hollada la quarta 
en el quinto traste viene ygual con la 
tercera en vazio. Hollada la tercera 
en el segundo traste queda ygual con 
la segunda en vazio. La segunda se ha 
de hollar en el quinto traste: para 
que venga ygual con la prima. El 
que de proposito mirare las 
distancias sobredichas la entendera 
facilmente y la sabra pintar, y otras a 
ella semejantes: que seran menester 
para cifrar. No piense el nuevo 
tañedor de la vihuela, que los 
temples que ahora se usan en estos 
instrumentos solamente se han 
usado, y no otros si  leydos 
fueftemos, y los libros de Musica 
rebolviefemos: hallariamos los 
antiguos aver tenido diversos 
temples. Occasionado de la guitarra 
de Mercurio, viendo ser conforme a 
Musica: puse tantos temples de las 
vihuelas. Lo mesmo digo de la 
guitarra. No es razon quedar este 
instrumento con solos dos temples. 
Podemoslo ensanchar: con quantos 


occurred to me to revive the guitar 
of the great Mercury. 

The range of this instrument 
on the open strings is a diapason, and 
it is ordered in the following 
manner. From the fourth string to 
the third there is a diatessaron, from 
the third to the second a whole-tone, 
from the second to the first a 
diatessaron. If one looks carefully at 
this guitar, one will see that it has 
two diatessarons and two diapentes, a 
whole-tone and a diapason. From 
the fourth string? to the third and 
from the second to the first are the 
diatessarons, from the fourth to the 
second, and from the third to the 
first the diapentes, from the third to 
the second the whole-tone, and from 
the fourth to the first the diapason. 

It is tuned by unisons in the 
following manner. The fourth 
string stopped at the fifth fret 
sounds the same as the third string 
open. The third string stopped at the 
second fret is the same as the second 
string open. The second string 
should be stopped at the fifth fret so 
that it is the same as the first. string. 
If one looks carefully at the 
intervals mentioned above, one will 
easily understand and know how to 
draw it and others like it which 
wil be necessary in order to 
intabulate. The novice vihuela 
player should not think that the 
tunings which are currently used for 
these instruments are the only ones 
that have been used, and no others: i f 
we read and review the books of 
music, we find that the ancients had 
[many] different tunings. Inspired 
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temples quisieremos. La guitarra de 
Mercurio se puede hazer (dentro del 
ambito, o distancia del diapasson 
que tiene) en mejor temple: que sea 
mas al tiempo. Abaxando la tercera 
un semitono: formara la dicha 
tercera con la quarta una tercera 
mayor: y la tercera quedara con la 
segunda una tercera menor. Las 
consonancias que todas las cuerdas 
haian en este temple son tercera 
mayor, y tercera menor, y ambas son 
diapente: y luego un diateftaron. De 
forma, que todas quatro cuerdas 
heridas en vazio: hazen musica. En 
tantos puntos queda esta guitarra: 
como la de Mercurio. Por ser cosa 
facil de hazer: no las pinto. 


DE OTRA GUITARRA NUEVA 
CAPITU. LXVII 


De la manera que en el genero de las 
vihuelas (no solamente en el temple, 
sino en el numero de las cuerdas) 
puse vihuelas nuevas assi en el 
genero de las guitarras me parecio 
hazer. Ya puse guitarras de quatro 
ordenes nuevas y viejas: quiero poner 
una nueva en el orden y numero de 
cuerdas, Puedese hazer una guitarra 
de cinco ordenes en tal temple, que 
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by the guitar of Mercury and seeing 
that it complies with [the laws of] 
music, I have given the vihuela [as] 
many tunings. The same is true of 
the guitar. There is no reason for 
this instrument to have only two 
tunings. We can give it as many 
tunings as we wish. The guitar of 
Mercury can (within its ambitus, or 
range of a diapason) be given a 
better tuning, which is more in 
keeping with the times. If one 
lowers the third string a semitone, 
it will form a major third with the 
fourth string, and the third string 
will be a minor third from the 
second string. In this tuning, the 
intervals formed on the strings are: a 
major third and a minor third (both 
[together] are diapentes), and then a 
diatessaron. Thus, when all four 
open strings are played [together], 
they make music." This guitar has 
the same range as that of Mercury. 
Since it is easy to do, I do not draw 
them. 


ON ANOTHER NEW GUITAR 
CHAPTER 67 FOL. 97 


Just as I placed new vihuelas 
(not only [new] in tuning but in the 
number of strings) in the family of 
vihuelas, it seems [correct] to do the 
same in the family of guitars. 1 
already discussed four-course 
guitars new and old. I want [now] to 
discuss one that is new in the order 
and number of strings. One can tune 
a five-course guitar so that when all 
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heridas todas las cuerdas en vazio 
hagan Musica: la qual en vazio tiene 
doze puntos, y en el quinto traste de 
la prima se cumple una quinzena. Es 
buena para obras de a tres que anden 
hasta quinze, o diez y seys puntos. 
Los nombres de las cuerdas seran 
desde la quinta succeffivamente hasta 
la prima. 

El temple desta guitarra es el 
siguiente. Desde la quinta a la 
quarta ay un diapente, que son siepte 
semitonos. Hollada pues la quinta 
en el septimo traste es unisonus con 
la quarta: o hollada la quarta en el 
quinto forman octava. Desde la 
quarta a la tercera ay un diatefíaron, 
que son cinco semitonos. Hollada la 
quarta en el quinto traste es unisonus 
con la tercera: o hollada la tercera 
en el septimo forman octava. Desde 
la tercera a la segunda ay un ditono, 
y son quatro semitonos. Pues hollada 
la tercera en el quarto es unisonus 
con la segunda: o la segunda hollada 
en el octavo vienen a ser octava. 
Desde la segunda a la prima ay un 
semiditono, y son tres semitonos. 
Pues hollada la segunda en el traste 
tercero es unisonus con la prima: o 
hollada en el nono formaran octava, 
Lo dicho de las viheulas, y guitarras: 
assi en la diversidad de los temples, 
en el numero, en las cuerdas, como 
en todo lo demas es poco en 
comparacion de lo que se puede 
hazer en los instrumentos. 
Solamente he puesto principios del 
arte destos instrumentos. El que 
fuere afficionado a la vihuela 
trabajara de entender muy deveras 
todo lo dicho: y sera poco en breve 


the open strings are played, they 
make music; it has a range of twelve 
notes on the open strings, and the 
fifth fret of the first string 
completes a fifteenth. [This guitar] 
is good for music in three parts, and 
has a range of up to fifteen or 
sixteen notes. The strings are named 
in order from the fifth string up to 
the first. 

The tuning of this guitar is as 
follows. From the fifth to the 
fourth string there is a diapente, 
which is seven semitones. Thus, by 
stopping the fifth string at the 
seventh fret, it is unison with the 
fourth string; stopping the fourth 
string at the fifth fret, an octave is 
formed. From the fourth string to 
the third, there is a diatessaron, 
which is five semitones. The fourth 
string stopped at the fifth fret is in 
unison with the third string; or if 
the third string is stopped at the 
seventh fret, they form an octave. 
From the third string to the second 
there is a ditone, that is, four 
semitones. Thus the third string 
stopped at the fourth fret is unison 
with the second string; or if the 
second string is stopped at the eighth 
fret, they form an octave. From the 
second string to the first there is a 
semiditone, that is, three semitones. 
Thus the second string stopped at the 
third fret is unison with the first 
string, or if [the first] is stopped at 
the ninth fret they form an octave. 

What has been said about 
vihuelas and guitars— the diversity 
of the tunings, the number [of 
imaginary tunings], and the strings, 
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tiempo paar adelante de todo ello 
con el exercicio. Los que sabios 
dessean ser basta ponerlos en el 
camino, que teniendo ellos abilidad 
y deBeo de saber: caminaran largo. 
Los que en musica fueren sabios: 
leyendo este libro se haran mas, 
tomando del occasion. Assi lo dize 
el sabio Salomon. Da occasion al 
sabio: y sera augmentada en el la 
sabiduria. Ensefía al justo: y darse ha 
priefia a tomar y recebir la doctrina. 
O de golpe, o de recudida siempre 
depriende el sabio: si no 
menosprecia leer, y ver las obras de 
los otros. 


DE LA BANDURRIA COMMUN 
CAPI. Lxvi. 


Para complir con lo prometido en 
este libro: falta hablar de las 
bandurrias. Este instrumento de 
algunos tafiedores es muy extimado: 
por lo qual quiero del tractar en el 
presente capitulo. Communmente 
tiene la bandurria tres cuerdas en la 
forma del rabel. No es de essencia, 
que este instrumento tenga solas tres 
cuerdas: pero hablemos de las que 
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as well as everything else— is only a 
small part of what is possible on 
[these] instruments. 1 have only 
explained the rudiments of the art 
of these instruments. One who loves 
the vihuela will work very hard to 
understand everything that has been 
said, and it will not be difficult to 
master all of it in a short time, with 
practice, For those who wish to 
become wise, it is enough to put 
them on the right path, and if they 
have the ability and desire to know, 
they will go a long way. Those who 
are knowledgeable in Music, when 
they read this book will become 
more so, if they take the 
opportunity. Thus said the wise 
Solomon: give the wise man the 
opportunity, and his wisdom will 
be increased. Teach the just man, 
and he will hurry to take and receive 
the teachings.” Either directly or 
indirectly, the wise man always 
learns, if he does not disdain to read 
and to observe the works of others. 


ON THE COMMON BANDURRIA 
CHAPTER 68, FOL. 97’ 


In order to fulfill what was 
promised for this book, we still 
have to discuss bandurrias. This 
instrument is highly regarded by 
some players, which is why 1 want to 
discuss it in the present chapter. 
Normally the bandurria has three 
strings in the form of a rabel. It is 
not essential that this instrument 
have only three strings, but let us 
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ahora tiene, y luego de las que puede 
tener. Los nombres destas tres 
cuerdas son tercera, segunda, y 
prima. Esta una cuerda de otra por 
distancia de una quinta perfecta: 
segun el temple de algunos 
tañedores. De forma, que la 
bandurria en vazio tiene una novena. 
Quisieron los tafiedores que deste 
temple usan abreviar la guitarra en 
el tamafio, y cuerdas y hizieron la 
bandurria. Tantos puntos tiene este 
instrumento en tres cuerdas: quantos 
la guitarra en quatro a los nuevos. 
Algunas vezes tienen este 
instrumento sin trastes, y aunque 
algunos tengan por primor tafier sin 
ellos tengo entendido, que por muy 
diestro que esten en tafier: no 
formaran tan buenos puntos como 
con los dichos trastes. Otras vezes le 
ponen seys, o siepte trastes: y aun no 
bien puestos. Han de poner los 
trastes en este instrumento de la 
manera que los tiene la vihucla. 
Quiero dezir, que de un traste a otro 
aya un semitono: porque en algunas 
bandurrias los he hallado tan mal 
puestos, que ya forman cerca de un 
tono: ya mas que semitono. Una 
bandurria entrastada de un viholero 
vi: que en quatro trastes formava un 
diateflaron. Por ser este instrumento 
de cuerdas pequeñas pocas vezes se 
acierta a entrastar. Tantos trastes se 
pueden en el poner: quantos en el 
cuello cupieren puestos a compas de 
semitono. Si diez trastes pudiere 
tener, tantos le pongan: porque es 
buen medio. Pues puestos diez 
trastes si se suffre, y tres cuerdas en 
quinta una de otra: puedense refinar 


speak now of the strings it now has, 
and later of those that it could have. 
The names of these three strings are 
third, second, and first. From one 
string to another there is a distance 
of a perfect fifth, according to the 
tuning [used by] some players. Thus 
the bandurria has [a range of] a 
ninth on the open strings. The 
players who use this tuning wanted 
to abbreviate the size and [number 
of] strings of the guitar, and they 
made the bandurria. This 
instrument has as many notes on 
three strings as the guitar 4 los 
nuevos has on four. 

Sometimes this instrument is 
used without frets, and though some 
consider it a virtue to play without 
them, I consider that even though 
they may be very adept at playing, 
they will not play notes as purely as 
with frets. Other times people use 
Six or seven frets, but even so, not 
well placed. The frets on this 
instrument should be placed in the 
same way as the on vihuela. I mean 
that from one fret to another there 
should be a semitone, because on 
some bandurrias 1 have found them 
so badly placed that they nearly 
form a whole-tone, much more than 
a semitone. Í saw one bandurria that 
had been fretted by a vihuela maker, 
that formed a diatessaron in four 
frets.” Since this instrument has 
short strings, it is rarely fretted 
correctly. One can put as many frets 
as will fit on the neck, placed at a 
distance of a semitone. If it can have 
ten frets, place that many, because 
that is a good number. With ten 
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en el temple por octavas, o por 
unisonus. Si por octavas, hollada 1a 
superior en el quinto traste: y si por 
unisonus, la inferior en el septimo. 
La segunda en este instrumento esta 
de la tercera una quinta. Para 
hazerla subir a una octava, le falta 
un diateftaron: luego hollada en el 
quinto traste subira el diatessaron, y 
assi formara con la dicha tercera una 
octava. La prima esta de la segunda 
una quinta: hollando la en el quinto 
traste le hazen subir un diatessaron, 
y afi formara con la dicha segunda 
una octava. 

Puedese templar por unisonus en 
esta manera. Hollada la tercera en el 
septimo traste viene con la segunda 
unisonus: y la segunda en el mesmo 
septimo forma unisonus con la 
prima. Estas tres cuerdas que en este 
temple tienen distancia de nueve 
puntos en vazio: se pueden poner en 
una octava. Abaxando la prima un 
tono: formara con la segunda un 
diatefaron, y con la tercera un 
diapasson. Para affinar la en este 
temple: huellen la segunda en el 
quinto traste, y formara octava con 
la tercera, y unisonus con la prima. 
Este seria muy facil temple y bueno. 
Esta bandurria tiemplan otros 
tañedores de otra forma, y es temple 
antiquifimo, y el commun que 
ahora se usa. Ponen todas tres cuerdas 
en una octava: pero no como acabo de 
dezir. Desde la tercera a la segunda 
hazen un diatefaron: y desde la 
segunda ala prima un diapente. De 
forma, que todas tres cuerdas en 
vazio forman el diapasson: pero 
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frets, if there is room for them, and 
three strings, tuned at a fifth, one 
can tune by octaves or by unisons. If 
[tuning] by octaves, the upper string 
[should be] stopped at the fifth fret; 
if by unisons, the lower string at the 
seventh fret. The second string on 
this instrument is a fifth from the 
third string. To make it go up the 
octave, it needs [to be raised] a 
diatessaron; thus if [the second 
string] is stopped at the fifth fret it 
will go up the diatessaron and form 
an octave with the third string. The 
first string is a fifth from the 
second string; depressing it at the 
fifth fret makes it go up a 
diatessaron, and thus will form an 
octave with the second string. 

One can tune by unisons in the 
following manner. The third 
string stopped at the seventh fret is 
unison with the second string; and 
the second string at the same seventh 
fret forms a unison with the first 
string. These three strings, which in 
this tuning have a range of nine 
notes on open strings, can be placed 
within an octave. By lowering the 
first string a whole-tone, it will 
form a diatessaron with the second, 
and a diapason with the third. To 
tune [the strings] in this tuning, stop 
the second string at the fifth fret and 
it will form an octave with the 
third, and a unison with the first 
string. This would be a very easy and 
good tuning. 

This bandurria is tuned 
differently by other players. It is a 
very old tuning, but it is the one 
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tiene el diatefaron entre el 
contrabaxo y el tenor: lo qual no 
osaran hazer sin differencia los 
componedores deste tiempo. Dixe 
ser temple viejo: porque el 
diatessaron ponen por basis y 
fundamento del diapente. Tuvo 
gran preeminencia entre los 
antiguos el diatefiaron: el qual 
tuvieron por consonancia perfecta. 
Por esta perfection que tenia entre 
los antiguos: podian usar de ella 
indifferentemente quando venia con 
el diapente. 

Para reffinar esta bandurria se 
huelle la tercera en el quinto traste: 
y la segunda en el septimo. 
Formaran desta manera tercera con 
segunda, y segunda con prima 
unisonus. Por reverencia de los 
antuguos podemos usar este temple: 
pero mejores son los dos ya dichos. 
Si algunos tafiedores usan en este 
instrumento otros temples, yo no lo 
se y por tanto no los declaro. 
Puedenlo hazer, y es bien hecho: 
porque ay muchos temples pofibles: 
de algunos de los quales hablare. 


commonly used today. All the 
strings are [tuned within] an octave, 
but not as I have just explained. 
From the third to the second string 
forms a diatessaron and from the 
second to the first string a diapente. 
Thus, all three open strings form 
the diapason, but it has the 
diatessaron between the bass and the 
tenor, something which composers 
of our times would not dare to do 
without careful consideration. It is 
said to be an old tuning because the 
diatessaron is placed as the 
foundation of the diapente. The 
diatessaron had a great preeminence 
among the ancients, because they 
considered it a perfect consonance. 
Because [it was considered a} 
perfection among the ancients, they 
could use it freely when it was 
played with the diapente. 

To check the tuning this 
bandurria, one stops the third string 
at the fifth fret and the second at the 
seventh. Thus the third string with 
the second and the second string 
with the first will form unisons. 
Out of reverence for the ancients we 
can use this tuning, but the two 
mentioned before are better. If some 
players use other tunings on this 
instrument, 1 do not know [about 
them], and thus do not discuss them. 
They can do it and it is 
praiseworthy, because there are many 
possible tunings, a few of which I 
will discuss. 
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DE UNAS BANDURRIAS 
NUEVAS 
CAPI. LXX. 


Si estas tres cuerdas que tiene este 
instrumento las quisieren poner una 
de otra un diatefaron a imitacion 
de la vihuela: seria buen temple por 
remedar a su origen, que es la 
vihuela. La distancia en este temple 
Seria una septima en  vazio. 
Templarse ha en tal caso desta 
manera. Hollada la cuerda inferior 
en el quinto traste: formara 
unisonus con la superior. La tercera 
es inferior de la segunda, y la 
segunda de la prima. Hollada la 
cuerda superior en el septimo traste: 
forma octava con la inferior en 
vazio. Este temple seria la mitad de 
una vihuela. El tafiedor si quiere 
puede hazer dos bandurrias, cada una 
con tres cuerdas en este temple: que 
fuessen una vihuela entera poniendo 
cuerdas differentes. Si a la una 
bandurria le pusieffe tres cuerdas: 
las quales correspondiefen a la 
sexta, quinta, y quarta de la vihuela: 
y en la segunda bandurria pusiesse 
otras tres cuerdas mas delgadas: las 
quales correspondiefen a la tercera, 
segunda, y prima de la vihuela: seria 
complida vihuela con tal condicion 
que desde la prima de la primera 
bandurria hasta la tercera de la 
segunda avia de aver una tercera 
mayor: como la tiene la vihuela 
desde la quarta cuerda hasta la 
tercera, 
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ON SOME NEW BANDURRIAS 
CHAPTER 69, FOL. 98 


If one were to place the three 
strings of this instrument [at] a 
diatessaron one from the other, in 
imitation of the vihuela, it would 
be a good tuning because it imitates 
its ancestor, the vihuela. The range 
of the open strings in this tuning 
would be a seventh. If this is done, it 
should be tuned in the following 
manner: the lower string stopped at 
the fifth fret will form a unison 
with the higher string. The third 
string is lower than the second, and 
the second [lower] than the first. 
The higher string stopped at the 
seventh fret forms an octave with the 
open lower string. This tuning 
would be half of a vihuela. The 
player, if he wants, can make two 
bandurrias, each one with three 
strings tuned in this manner: it 
would be a complete vihuela, if one 
uses different [thicknesses of] 
strings. If, on one bandurria, you put 
three strings which would 
correspond to the sixth, fifth and 
fourth strings of the vihuela, and on 
a second bandurria put another three 
strings [which are] thinner, and 
would correspond to the third, 
second and first strings of the 
vihuela, it would be a complete 
vihuela, so long as from the first 
string of the first bandurria to the 
third string of the second 
[bandurria] there is a major third, 
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Puestas las cuerdas proporcionadas 
en estas dos bandurrias, templar 
primero la que tuviefe las cuerdas 
mas gruesas, segun que dixe por 
diatefarones hollando la cuerda 
inferior en el quinto traste: el qual 
orden tambien se guarde en la 
segunda bandurria: sino que, para 
ponerla en tono se ha de hollar el 
quarto traste de la prima de la 
primera bandurria, y en aquel tono 
han de templar la tercera. 

Por estas dos bandurrias templadas 
en la manera ya dicha podian tafier 
una obra a quatro bozes. Avian de 
cifrar para la una bandurria las dos 
bozes: y para la otra las otras dos. 
Conviene los dos  tafñedores 
junctamente tafier con las dos 
bandurrias guardando el compas: 
para que suene bien la Musica: la 
qual se avia de hazer aposta, que el 
contrabaxo y tenor fueßen 
recogidos, y el contra alto con el 
tiple. La musica que para estas dos 
bandurrias se ha de hazer, puede 
andar desde quinze a diez y nueve 
puntos: pero el contrabaxo y tenor 
ternan los diez, y a neceffidad onze. 
Todo lo que el contra alto y tiple 
pueden abaxar sera hasta los diez 
puntos: y aun a los nueve, si es novena 
mayor. Solo un punto que abaxasse 
mas una de estas dos bozes: no tiene 
donde se ponga en la segunda 
bandurria. Entendido tengo, que de 
qualquier manera que estuviere la 
Musica a quatro bozes, se puede 
cifrar para estas bandurrias: pero de 
los musicos experimentados. Sabra 
el musico quando el tenor subiere 
mas de los puntos ya dichos, cifrarlo 
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just as there is on the vihuela from 
the fourth string to the third. 

Having tuned the strings of 
these two  bandurrias in this 
proportion, the one that has the 
thickest strings should be tuned 
first, as I said, by diatessarons, 
stopping the lower string at the 
fifth fret. This procedure should be 
followed for the second bandurria 
[as well], except that, in order to 
tune it [to the other bandurria], one 
should stop the first string of the 
first [lower] bandurria at the fourth 
fret, and to this pitch you should 
tune the third string [of the second 
bandurria]. 

On these two bandurrias, tuned 
in the manner explained above, you 
could play a four-voice work. You 
should intabulate two voices for one 
bandurria and the other two for the 
other. Both players should play 
together [side by side] with both 
bandurrias, keeping time so that the 
music sounds good. The music 
should be divided so that the bass is 
close together with tenor and the 
alto with the treble. The music to 
be played on these two bandurrias 
can have a range of fifteen to 
nineteen notes, but the bass and the 
tenor will have ten [notes], or eleven 
when necessary. The alto and treble 
can only go down as low as ten notes, 
or even nine if it is a major ninth. 
[If] one of these two voice parts goes 
down one note lower, then there is 
nowhere to play it on the second 
bandurria. In my opinion, any 
kind of four-part music can be 
intabulated for these bandurrias, but 
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en la segunda bandurria: y quando el 
contra alto abaxare, mudarlo a la 
primera. Assi que, algunos golpes 
tafiera una bandurria tres bozes, y la 
otra una: otros golpes al contrario. 
El hazer la Musica a posta: es para 
los aprendizes. 

Pueden poner en la bandurria 
quatro cuerdas, y mas: si lo suffriere 
la anchura del cuello, y lo mesmo 
digo de los trastes. De indias han 
traydo bandurrias con cinco cuerdas: 
y en el andaluzia se ha visto con 
quinze trastes. El modo de cifrar en 
este instrumento es pintarlo con las 
letras del canto: como fue dicho en 
las cifras de vihuela: lo qual basta 
para que cifren no solamente en 
bandurrias de tres cuerdas, y temples 
communes: sino para de quatro, o 
cinco cuerdas, y en temples nuevos y 
diversos. Esto que dixe concertar dos 
bandurrias y cifrar para ellas: se 
entienda para qualquier 
instrumento. Pueden templar una 
vihuela, un discante, y una guitarra: 
un discante, una guitarra, y una 
bandurria: y finalmente 
instrumentos de diversas maneras los 
pueden poner en tono que lo suffran 
las cuerdas, y cifrar para ellos, y 
tañer en tres instrumentos a seys 
bozes y a ocho. El concertar de las 
vihuelas que algunos usan: va fuera 
del arte de Musica. Es salga lo que 
saliere. Empero si tres musicos 
artistas se concertassen con tres 
vihuelas, o con otros tres 
instrumentos puestos en buen 
temple: tañerian atinadamente. Si 
templafen ^ un discante un 
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only by experienced musicians. 
When the tenor goes above the 
specified range, the [good] musician 
will know to intabulate it for the 
second bandurria, and when the alto 
goes too low, he will shift it to the 
first [bandurria]. Thus, on some 
strokes, one bandurria will play 
three voices, and the other, only one; 
on Other strokes, the opposite. 
Playing music divided [like this] is 
for beginners. 

You can place four strings on 
the bandurria, or more, if the width 
of the neck will allow it, and the 
same is true of the frets. Five-string 
bandurrias have been brought from 
[the] Indies, and in Andalusia, 
bandurrias with fifteen frets have 
been seen. The way to intabulate for 
this instrument is to draw it with 
the letters [of the notes], as was 
explained in the [section on] 
[figures of] vihuela tablature. 
This will enable you intabulate not 
only for bandurrias with three 
strings and common tunings, but 
with four or five strings, and in new 
and different tunings. What I said 
[above] about combining two 
bandurrias and intabulating for 
them, applies to any instrument. You 
can place a vihuela, a descant and a 
guitar; a descant, guitar and a 
bandurria; and finally different 
kinds of instruments,” in tunings 
that the strings will tolerate, and 
intabulate for them, and play six- or 
eight-part music on three 
instruments. Other players combine 
vihuelas in ways that fall outside the 
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diateBaron arriba de la vihuela, que 
la sexta del discante viniefe con la 
quinta de la vihuela, o de otras 
muchas maneras: y la guitarra en 
octava de la vihuela, que viniefte la 
quinta de la guitarra con el segundo 
traste de la quarta de la vihuela: y 
conforma a esta temple pintasen los 
dichos instrumentos, y cifrassen 
algunas obras a seys bozes de las dos 
miffas ultimas del libro primero 
del doctifíimo ^ Christoval de 
Morales, o algunos motetes de 
muchos buenos que ay a seys a siete 
(segun lo hizo el excelente musico 
Anriquez) seria musica de gozar. 
Los que fueren musicos deveras, o 
tuvieren principios en la Musica y 
buen entendimiento, y en el estudio 
no fueren remissos: en estas pocas 
palabras entenderan que differencia 
ay desta Musica de concierto, a la 
que tañen algunos solamente de 
oydo. 


DE ALGUNOS PRESUPUESTOS 
PARA CIFRAR 
CAPITU. LXX. 


Quando el  tafiedor quisiere 
comengar a cifrar: delante de si 
ponga la musica en una parte, y en 
otra la vihuela pintada por do ha de 
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art of music. It is catch as catch can. 
But if three skilled musicians 
consort themselves on three vihuelas, 
or three other instruments in [a] 
good tuning, they can play correctly. 
If they were to tune a descant a 
diatessaron above the vihuela, so that 
the sixth string of the descant is in 
tune with the fifth string of the 
vihuela, or in many other ways, and 
the guitar at an octave above the 
vihuela so that the fifth string of the 
guitar is tuned to the second fret of 
the fourth string of the vihuela, and 
if according to this tuning, they 
drew these instruments and 
intabulated a few of the six-part 
pieces from the two last masses of 
the first book of the illustrious 
Cristobal de Morales, or a few of 
the six and seven-part motets by 
many good [composers] (as the 
excellent musician Anrriquez 
did), it would be delightful music. 
True musicians, or those that have a 
good foundation in music and a 
good understanding and who are not 
remiss in their studies, will 
understand with these few words the 
difference between this consort 
music and the [consort] music that 
some people play solely by ear. 


A FEW PRELIMINARIES FOR 
INTABULATING 
CHAPTER 70, FOL. 99v 


When the player wants to 
begin to intabulate, he should place 
tlie music? in front of him on one 
side and on the other the drawing of 
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cifrar. La musica ha de tener 
repartida por — sus compases 
distinctos con unas virgulas: las 
quales dividiran los compases, assi 
en lo cifrado: como en lo puntado. 
Conviene puntarse en la manera 
sobredicha, antes que se cifre: 
porque con mayor facilidad y 
certidumbre lo puedan los 
principiantes cifrar. Mirando en lo 
virgulado el punto en que signo esta, 
buscandolo en la vihuela: en la 
cuerda y traste que se hallare, tal 
cifra poned que lo declare. El que 
quisiere dar a entender bien las 
cifras: dexe puntadas las bozes sobre 
ellas, y no sera menester poner 
señales de valor. El que no quisiere 
dexar todas las bozes sobre las cifras: 
solamente ponga el tiple que vaya 
cantando, o la boz que suele cantar. 
Al puntar y repartir los compases 
pongan siempre el contra alto 
juncto al tiple. Al principio de cada 
boz se ponga el titulo della. Entre 
virgula y virgula aya un semibreve, 
o su valor: si se ha de tafier a 
compasete. El que estuviere 
exercitado en cifrar: haga los 
repartimientos de breves: aunque se 
tanga a composete [sic]. 

Lo que digo, que se punte virgulado 
antes de cifrar: es para los 
principiantes, que comiencan a 
cifrar, y no son componedores de 
canto de organo, y si lo son no 
quieren trabajar mucho en hazer las 
cifras. Los exercitados en cifrar, y 
los buenos musicos y los que 
quieren tomar un poco de trabajo 
con gran provecho: bastales el libro 
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the vihuela for which he wants to 
intabulate. He should place the 
music into a score, marked with 
[bar] lines, which will divide the 
measures both in the tablature as 
well as in the notation.” It is best to 
notate [the music] in the above 
manner before beginning to 
intabulate, because beginners will 
be able to intabulate with more ease 
and assurance. Look at a note on the 
score and find where it is on the 
[drawn] vihuela; then on 
[whichever] string and fret that note 
is found, place that cipher there to 
denote it." If one wants to make 
one's tablature well understood, one 
should leave the voice parts notated 
above it, and [then] it will not be 
necessary to use signs of [rhythmic] 
duration in the tablature. If one 
does not wish to leave all the voice 
parts above the tablature, one should 
only put the treble which has the 
melody, or the voice that normally 
sings. When notating and making 
the score, always place the alto 
together with the treble. At the 
beginning of each voice [part], one 
should put its title. If there is a 
semi-breve or its equivalent between 
the bar-lines, [the piece] should be 
played a compasete > One who is 
experienced in intabulating, should 
notate the measures in breves, even 
though the piece may be played in 
semibreves. 

What I am saying, that one 
should make a score before 
intabulating, is for beginners, who 
are [just] beginning to intabulate 
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delante para de puntos hazer cifras. 
El tafiedor que sin virgular la 
musica hizieSe cifras: seria cosa 
mas prima, y le daria gran ser en el 
arte de tañer. Pofible es, que el 
musico exercitadose a cifrar por el 
libro: viniesse a tanta perfection en 
la inteligencia y uso de la vihuela: 
que tañeße puesto el libro de canto 
de organo delante de si. 

En el spacio primero de las seys 
reglas que se hazen para cifrar: se 
pongan las claves. Si alguna dellas 
viniere en la cuerda en vazio, en ella 
se ponga sin otra señal: y si fuere 
hollado traste, pongase en la tal 
cuerda, y el numero del traste 
delante della. Antes deste spacio 
enfrente donde se pusieron los 
titulos delas bozes se ponga el 
numero de las cuerdas: para que vaya 
muy claro y distinto lo cifrado. De 
manera, que en el principio de la 
sexta se ponga un seys, en el de la 
quinta un cinco, y assi de todas las 
otras cuerdas. Para mayor claridad 
del que hallare lo cifrado: poned al 
principio de ello, porque vihuela va 
aquello cifrado, poniendo el signo 
en que comengo la sexta en vazio. 
Pongan mas sobre la obra el author 
de ella: porque el titulo le da gran 
ser y qualidad. Digan que tono es. Si 
fuere natural (que fenece en las 
quatro letras finales) basta dezir tal 
tono es mas si fuere accidental, 
deven dezir, no solamente el tono 
que fuere: mas donde  fenece. 
Primero en Cfaut, quarto en Dsolre, 
y aBi de todos los otros accidentales: 
que son muchos. 

Una difficultad ay grande en la 


and are not composers of 
polyphonic music, or if they are, 
they do not want to make much 
effort when they intabulate. For 
those who are experienced with 
intabulating, and for good 
musicians, willing to make a bit of 
effort to get good results, it is 
enough to have the [choir] book in 
front of them and to intabulate 
directly from the notes. It would be 
even better for the player to 
intabulate without making a score 
and it would be a great asset in the 
art of playing. It is possible that the 
musician who practices 
intabulating from the book, will 
achieve such perfection in the 
understanding and use of the vihuela 
that he will be able to play with 
only the music in front of him. 

In the first space of the six 
lines drawn for the tablature, one 
places the clefs. If either of [the 
clefs] should fall on an open string, 
it is placed there without any other 
sign, and if it [falls] on a fret, it is 
placed on that string with the 
number of the fret in front of it.” 
In front of this space [where] the 
names of the voice-parts would 
ordinarily be placed, the numbers 
of the strings are placed so that the 
intabulation is clear and 
understandable. Thus, at the 
beginning of the sixth string, one 
places a six, on the fifth, a five, and 
so forth for all the other strings. 
For greater clarity to anyone who 
might come across the tablature, 
specify at the beginning for which 
vihuela it has been intabulated by 
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materia de saber cifrar (y no se si 
terne palabras para en ella 
declararme) y es, por qual de las 
vihuelas cifraremos. Si avra Musica 
que por todas siepte vihuelas 
pintadas se pueda cifrar: o si de tal 
manera se cifrara por una, que no 
por otra. Si qualquier musica por 
sola una se puede cifrar: baldias 
serian tantas. Digo, que para los 
tañedores en el arte de cifrar a lo 
menos siepte vihuelas son menester. 

El que quisiere comencar a cifrar 
tome tres avisos, El primero es, que 
mire el contrabaxo de la obra que 
quisiere cifrar: y el signo mas baxo 
del dicho contrabaxo, se porna en la 
sexta en vazio. Quiero dezir, que 
por tal vihuela cifrareys: qual fuere 
el signo mas baxo de la contra. Si el 
contrabaxo allegare hasta gamaut, 
tomareys la vihuela que yo pinte, 
que comienca en gamaut: si abaxare 
hasta Áre, tomareys la segunda que 
comienga en Are: y afíi de todas las 
otras, Esto se entiende: si la obra que 
cifrays anda en mas de quinze 
puntos. El segundo aviso dara mucha 
lumbre. Toda Musica que anda en 
doze puntos: podeys poner el mas 
baxo punto en la quinta en el 
tercero, O quarto traste: y alcancara 
en la prima en el mesmo traste, que 
en la quinta tomastes. Si anduviere 
en treze puntos comencara el mas 
baxo en la mesma quinta en el 
primero, o segundo traste. Si 
anduviere en quatorze puntos: 
ponerse ha el mas baxo en la quinta 
en vazio. Si anduviere en quinze 
puntos: puede ser puesto el. mas baxo 
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giving the name of the note of the 
open sixth string. Also, place the 
name of the author above the work, 
because [this designation] gives it 
great value and quality. Specify the 
mode. If it is natural (if the piece 
ends on [one of] the four final 
letters), it is enough to say that it is 
fin] that mode but if it is 
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accidental," not only the mode 
should be specified, but also the 
final: “first [mode] on C fa ur,” 
"fourth [mode] on D sol re,” and so 
forth for ali the other accidental 
modes, which are many. 

Ín knowing how to intabulate, 
there is one great difficulty (and I 
do not know if I have the words to 
explain myself), which is: for 
which of the vihuelas shall we 
intabulate? If there were music that 
could be intabulated for all seven 
vihuelas; or if, for one [vihuela] 
there were a single way of 
intabulating which could not be 
used for another [vihuela]; [or] if 
any music could be intabulated for 
[only] one vihuela, then all these 
[vihuelas] would be useless. But I 
maintain that for players te 
intabulate, at least seven vihuelas are 
necessary. 

'To begin the intabulation, the 
[player] should follow three 
recommendations. The first is that 
he should look at the bass [part] of 
the work that he wants to intabulate, 
and place the lowest note of that bass 
[line] on the open sixth string. That 
is, whatever the lowest note of the 
bass is, he should intabulate for that 
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en el tercero, o quarto traste de la 
sexta. Si la obra anda en diez y seys 
puntos: en el segundo, o en el tercero 
de la dicha sexta sea puesto el mas 
baxo punto: y si en diez y siepte, en 
el primero, o segundo: y si en diez y 
ocho, el mas baxo venga en la dicha 
sexta en vazio: y allegara al quinto 
traste de la prima. Si segun esta 
cuenta, alguna vez no hallaredes 
vihuela de signo semejante a la obra 
que quereys poner: tomareys la 
vihuela de su octava. La neceffidad 
hara al que comienga a cifrar 
entender lo ultimo deste aviso. 

El tercero sera, que podeys poner la 
obra que suba hasta el quinto traste 
de la prima: y si fuere necessidad, al 
sexto y septimo. El que quisiere 
tafier buena Musica y descansada 
(pudiendo lo hazer) no paße del 
septimo traste de la prima: aunque 
carezca de las alabangas de los 
aldeanos. No alaba la gente popular 
por tafiedor: sino al que anda todos 
los trastes. Para el que quiere hazer 
la mano yzquierda muy facil, y 
presta bueno es andar todos los 
trastes: pero la Musica no gana, 
mayormente siendo puestos los 
trastes a beneficio de oydo. 

El que se exercitare en cifrar: la 
experiencia le enseñara, que lo 
dicho es para principiantes: y de tal 
manera medira la Musica que 
uviere de cifrar, que ande por las 
mejores cuerdas, y que de los mas 
golpes que pudiere en vazio (porque 
es mas descanso para la mano 
yzquierda) y que el cifrar no se 
aparten tanto los trastes: que la mano 
no los pueda alcancar, y otras cosas 


vihuela. If the bass goes as far as 
gamut, you will take the vihuela 
which I drew, which begins on 
gamut: if it goes as far down as A re, 
you will take the second [vihuela] 
which begins on A re, and so forth 
for all the others. The [above] 
applies if the work to be 
intabulated has a range of more than 
fifteen notes.” 

The second recommendation 
will shed much light on matters. 
For all music that has a range of 
twelve notes, you can place the 
lowest note of the bass on the fifth 
string, third or fourth fret, and [the 
range] will go up to the same fret of 
the first string. If it has a range of 
thirteen notes, the lowest note will 
begin on the same fifth string on the 
first or second fret. If ic has a range 
of fourteen notes, the lowest note 
should be placed on the open fifth 
string. If it has a range of fifteen 
notes, the lowest note can be placed 
on the third or fourth fret of the 
sixth string. If the work has a range 
of sixteen notes, let the lowest note 
be placed on the second or third 
[fret] of the said sixth string, if 
seventeen notes, on the first or 
second fret, and if eighteen, let the 
lowest note fall on the open sixth 
string. The range will extend up to 
the fifth fret of the first string. If, 
according to this calculation, there 
is an occasion where you cannot find 
a vihuela [with a] note name 
equivalent to thet of the work you 
want to transcribe, you should take 
the vihuela of its octave.“ Necessity 
will make the beginning 
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que a mi faltan palabras para dar las 
a entender: las quales solo el 
exercicio enseñara. 
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intabulator understand this last 
suggestion. 

The third [recommendation] 
is that you may place the work so 
that it goes up to the fifth fret of the 
first string, and if necessary, to the 
sixth or seventh fret. If one wants to 
play good music easily,it should not 
go beyond the seventh fret of the 
first string, if possible, although 
[in so doing] one may forfeit the 
praises of the public. Common 
people do not praise the [good] 
player, but one who plays all [over] 
the frets. For the player who wants 
to make his left hand fast and loose, 
it is good to play all the frets, but 
the music is not improved, 
especially if the frets are placed by 
ear. 

A player who practices [the art 
of] intabulation will learn from 
experience, and he will see that what 
has been said is for beginners and 
that he should place the music that 
he wants to intabulate so that it is on 
the best strings, and there are as many 
Strokes on open strings as possible 
(because it is easier for the left 
hand) and that the intabulation 
should not separate the frets so much 
that the hand cannot reach them, and 
other things which I lack words to 
make understood, and which only 
practice can teach. 
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DE CIERTOS AVISOS PARA LA 
CONCLUSION DEL CIFRAR 
CA. IXXJ. 


El que quissiere cifrar guarde los 
puntos sustentados, teniendo en la 
memoria los presupuestos ya dichos, 
y determinacion del capitulo 
quarenta y ocho hasta el cincuenta y 
uno, y entendiendo los avisos del 
presente capitulo. Por muy poco que 
uno sepa tafier si lo alegado 
entendiere: sabra ciertamente cifrar, 
y aun con mucha presteza y descanso. 
Los modos de cifrar son buenos cada 
uno en su manera: pero otro usaria 
yo. Puesto el canto de organo en sus 
repartimientos con las virgulas: 
mirad si algunos puntos unisuenan 
en dos bozes: los quales estan en un 
signo. Ordenad (si poftible fuere) 
que vengan ambos en vazio: porque 
el uno poniendolo en la cuerda que 
viene en vazio, el otro se porna en la 
inferior en el traste que haze 
unisonus con la cuerda superior. 
Sera quinto, o quarto traste: segun 
que ya esta declarado. Si no pudieren 
venir en vazio las dichas bozes; y el 
tafiedor no pudiere alcangar cinco 
trastes (donde son menester) para 
formar las ambas: pongase en un 
lugar, como en el organo se haze. Y 
si en lo cifrado los quisierdes poner 
en trastes que no se puedan alcancar: 
puedese hazer por la claridad del 
'canto de organo. Algunos curiosos y 
diestros tañedores quando viene 
algun pafo, que no se puede con la 
mano alcancar: ponen la una boz en 
una cuerda en vazio, y la otra en la 


SOME CONCLUDING 
RECOMMENDATIONS ON 
INTABULATION 
CHAPTER 71, FOL. 99* 


Those who want to intabulate 
should follow the guidelines 
proposed above, keeping in mind 
the preliminaries mentioned [in the 
previous chapter], and the 
specifications of chapters forty- 
eight to fifty-one,” and 
understanding the recommendations 
of the present chapter. Even if one 
may not know how to play very well, 
if one understands what has been 
stated, one will certainly know how 
to intabulate, and what is more, 
with much speed and ease. 

Each of the methods of 
intabulating is good in its [own] 
way, but I would use another. 
Having placed the music in score, 
see if any of the notes are unisons in 
two [of the] parts, that is, whether 
they have the same note name. 
Arrange them (if possible) so that 
both are on [one] open string, 
because if one is placed on an open 
string, the other will be placed on 
the lower string at the fret that 
forms a unison with the upper 
string. This will be the fifth or 
fourth fret, as has already been 
explained. If these notes cannot be 
played on an open string, and the 
player cannot reach [a distance of] 
five frets (where necessary) to play 
both [notes], put them in one place, 


.as the organ does. But, in the 


tablature, if you want to put [these 
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compafiera desta cuerda hollada en 
el tercero, o en otro traste que la tal 
Musica pide. Tengolo por buena 
abilidad: aunque es menester mucho 
tiempo para el exercicio. 

El numero de las cifras comienga 
desde uno por la cuenta de guarismo 
hasta nueve. Mirad el punto que 
cifrar quereys por lo virgulado, y 
mirad en la vihuela pintada en que 
traste esta aquel punto, y tal numero 
porneys en lo cifrado: que tiene el 
traste de la vihuela pintada. Pues si 
hallare un punto en alamire agudo, 
y vo cifrando por la vihuela de Are 
porne un dos en la quarta cuerda, que 
significa estar el tal punto en el 
dicho alamire. De forma, que para 
señalar el primero traste de 
qualquiera cuerda: porne una 
unidad en la mesma cuerda. Para 
sefialar el segundo: porne un dos, y 
afi de todos los numeros hasta el 
nono. Para dezir que un punto esta 
en vazio: suelen poner sobre la 
cuerda donde esta un zero. Si yo 
hiziesse cifras no guardaria esta: 
sino el golpe en vazio señalarlo con 
el mesmo punto no impidiendo las 
otras cifras. Si fuere breve el punto 
viniendo en vazio: ponerlo breve en 
lo cifrado, y assi de todos los otros. 
Los puntillos de augmentacion si 
estuvieren en el mesmo compas que 
el punto con quien estan puntados: 
ponganse junto ala cifra, o con el 
punto si diere en vazio: porque 
entiendan, que el puntillo ha de ser 
un golpe con el mesmo punto en que 
esta. Si el tal puntillo entra en otro 
compas: pongase el puntillo despues 
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unisons| on frets that cannot be 
reached, you may do so for the 
clarity of the polyphonic writing. 
When there is a fingering that the 
hand cannot reach, some serious and 
dexterous players play one note on 
one string open, and the other on the 
companion string stopped at the 
third fret, or on [whichever] fret the 
music specifies.” I consider this a 
good skill, though it requires much 
time to practice. 

'The ciphers used in tablature 
begin with [the number] one, and 
ascend in Arabic numbers up to 
nine. Look at the note that you want 
in the barred score. See on which 
fret that note falls on the drawn 
vihuela, and in the tablature you 
will write the number of that fret 
of the drawn vihuela. So, if you 
found a note on high a la mi re, and 
you are intabulating for the vihuela 
in a re, place [the number] two on 
the fourth string, which indicates 
that this note is the said a la mi re. 
Thus, to indicate the first fret of 
any string, place a one on that string. 
To indicate the second [fret], place a 
two, and so forth for all of the 
numbers up to the ninth fret. To 
indicate that a note is on an open 
string, one normally places a zero 
on the string that [the note] is on. 1f 
I were to intabulate, I would not do 
it that way, but would indicate the 
plucked open string with the actual 
note, without obstructing the other 
ciphers. If the note on the open 
string were a breve, [I would] make 
it a breve in the tablature, and so 
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de la virgula, en el compas que se 
sigue, y no se cifre, ni quede 
abscondido. Porque no se pronuncie, 
y quede concluydo en el golpe del 
punto en que esta puesto: se ponga de 
la manera ya dicha. De forma, que 
viendo un puntillo en una cifra, 
punto, o de la otra parte de la 
virgula: es señal, que esta con la 
mesma cifra que atras en la cuerda 
queda. 

Los puntos syncopados para que se 
entienda la syncopa, aunque con la 
virgula se dividan se punten, y 
cifren en dos partes. Pongase un 
calderon sobre ambas partes, aßi en 
lo cifrado, como en lo puntado: el 
qual significara, que aquellas dos 
cifras han de ser solo un golpe. 
Miren por lo virgulado los puntos 
que dan unos con otros: por que las 
cifras a ellos correspondientes han 
de estar unos enfrente de otras. Si 
alguna vez pusieredes puntillos para 
declarar que cifras se corresponden, 
y dan junctas: tened aviso (si poneys 
puntillo de augmentacion) de no 
poner alguno de los sobredichos 
puntillos de guia sobre las cuerdas. 
Presupongo otros avisos que son 
communes, y para el que no los 
uviera visto adelante 
declararemos: los quales ayudaran 
mucho para cifrar. 

Algunos deßean cognoscer las bozes 
en la cifras, para yr cantando la boz 
que quisiefien, o para gozar mejor 
dela musica viendo como dan unas 
con otras. No faltarian avisos y 
sefiales con que cada una de las bozes 
fuefie — cognoscida: pero todos 
quantos he experimentado, y las que 
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Res 


= 


ON PLAYING THE VIHUELA” (1555) 


63 


forth for all the other [note values]. 
If the augmentation dots are in 
the same measure as the note to 
which they correspond, they should 
be placed next to the cipher, or with 
the note if it is on an open string, 
for it will be understood that the 
dot should be [part of the same] 
stroke as the note. If that dot goes 
over into another measure, place the 
dot after the bar line, in the 
following measure, and do not 
cipher it, nor hide it. It is done this 
way so that it is not pronounced and 
is played? [only] on the stroke of 
the note to which it is affixed. 
Thus, when one sees a dot on a 
cipher, [on a] note, or on the other 
side of the bar-line, it is an 
indication that it goes with the 
cipher that precedes it on that string. 
So that syncopations may be 
understood even though [they cross] 
the bar-line, the syncopated notes 
should be notated and ciphered in 
two parts. Place a fermata above 
both parts, in the tablature as well as 
in the notation, which will mean 
that those two ciphers should be 
plucked only once. On the score, 
look to see which notes are played 
together, so that the ciphers that 
correspond to them may be aligned. 
If at any time you use dots to 
indicate which cipher corresponds 
to the other and are played together, 
be careful (if you use augmentation 
dots) not to place some of the 
abovementioned guide dots on the 
strings.” [There are] other common 
preliminary recommendations 
which, for those who may not [be 


puedo imaginar: mas confunden, 
que dan noticia. Pareceme, que la 
mejor señal para esto es puntar el 
canto de organo sobre las cifras. 

La Musica que aveys de comengar a 
cifrar: seran unos villancicos 
(primero duos, y despues a tres) de 
Musica golpeada, que 
communmente dan todas las bozes 
junctas. Para cifrar estos quasi no ay 
trabajo: porque (como los puntos 
que dan unos con otros sean de ygual 
valor) las cifras en los compases 
vernan yguales en numero. Quien 
quisiere tomar mi consejo: destas 
cifras no se aproveche para tañer: 
porque no es Musica de cudicia, y no 
se haga el oydo a ellas. Los 
villancicos golpeados no tienen tan 
buen fundamento en musica: que 
sean bastantes para edificar, y 
grangear buen ayre de fantesia. Pues 
tomense para ensayarse, o imponerse 
el tafiedor en el arte de cifrar: que 
no son para mas. 

Despues que por estos villancicos 
estuviere el tafiedor en alguna 
manera  instruydo: busque los 
villancicos de Ivan vazquez que son 
Musica acertada, y las obras de un 
curioso musico que se llama 
Baltasar Tellez. Las obras de este 
estudioso y sabio author tienen 
quatro condiciones, para que en este 
lugar dellas haga memoria. La 
primera, son graciosas, que cada una 
por si se puede cantar, y con tanta 
sonoridad que parece averse hecho 
aposta para cantarse sola. De adonde 
infiero la segunda condicion, que 
seran faciles de cantar, y tafier: pues 
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familiar with] them, we will 
explain further ahead, and which 
wil help very much for 
intabulating. 

Some [players] want to [be able 
to] recognize the voice-parts in the 
tablature, so that they can sing 
[along] on whichever part they like, 
or better enjoy the music, seeing 
how the parts fit together. There is 
no lack of markings and signs with 
which each of the parts could be 
recognized, but all the ones 1 have 
tried, and the ones that I can 
imagine, confuse more than they 
guide. It seems to me that the best 
way of indicating this is to notate 
the polyphonic parts above the 
tablature. 

The music which you should 
begin to intabulate should be 
villancicos (first two-part, and then 
[in] three parts): homophonic music 
where normally all the parts are 
played together. Intabulating these 
[requires] almost no effort, because 
(as the notes that are played together 
have the same duration) there will 
be the same number of ciphers in 
[each] measure [in all the parts). 
Take my advice, however: do not use 
these tablatures to play from because 
it is not good music, and do not let 
your ears become accustomed to 
them. Chordal villancicos do not 
have a good enough foundation in 
music to edify and cultivate the 
good habit of fantasy [playing]. So, 
use them to practice, or master the 
art of intabulating, but they are not 
for anything more. 
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que son graciosas. La tercera es, que 
tienen muchas falsas bien dadas: lo 
qual suena en la vihuela muy bien. 
La ultima condicion es que es 
Musica recogida ni anda en muchos 
puntos, ni se aparta mucho una boz 
de otra al dar del golpe. En las 
missas del egregio ^ musico 
Christoval de Morales hallareys 
mucha Musica que poner: con tantas, 
y tan buenas qualidades que yo no soy 
sufficiente a explicarlas. El que a 
esta Musica se diere, no tan 
solamente quedara sabio: pero 
devoto contemplativo. Pocos 
componedores  hallareys, que 
guarden as qualidades, y 
differencias de las letras. Y entre los 
pocos, es uno el sobredicho author. 
Entre la musica estrangera que 
hallareys buena para poner: no 
olvideys la de el gran musico 
Tusquin que comengo la musica. Lo 
ultimo que aveys de poner sea 
Musica del excelente Gomberth. 
Por la difficultad que tiene para 
poner en la vihuela, por ser 
derramada: la pongo en el ultimo 
lugar. Mucho yerran los tañedores, 
que comengando a tafier: quieren 
salir con su fantesia. Aunque 
supiesse contrapunto (sino fuefie tan 
bueno como el de los sobredichos 
musicos) no avian de tafier tan presto 
fantesia: por no tomar mal ayre. 


After the player has been 
instructed to some extent by these 
villancicos, look for the villancicos 
of Juan Vazquez, which contain 
suitable music, and the works of a 
serious musician named Baltasar 
Tellez.” The works of this 
studious and learned author have 
four qualities for which I refer to 
them here. The first [is], they are 
pleasant, that each [part] can be sung 
by itself and with such [a beautiful] 
sound that they seem to bave been 
written specifically to be sung 
alone. From this I infer the second 
point, which is that they are easy to 
sing and play, because they are 
pleasant. The third is that they have 
many well-placed  dissonances 
which sound very good on the 
vihuela. The last quality it is [that 
the voice parts are] very closely 
written; the music does not have a 
wide range nor does one voice move 
very far from the other when 
plucked. In the masses of Cristobal 
Morales, you will find much music 
to intabulate, with so many and such 
good qualities that I lack the words 
to describe them. The person who 
applies himself to this music will 
not only become wiser, but devout as 
well. You will find few composers 
who render so well the 
characteristics and variety of the 
text. And among the few, one is the 
abovementioned author. For good 
foreign music to intabulate, do not 
forget the music of the great 
musician, Josquin, [with which] 
music began. The last thing that you 
should [intabulate] is the music of 
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NOTICIA DE LAS MANERAS QUE 
AY DE CIFRAR 
CA. LXXIJ 


Poner quiero todas las maneras de 
cifrar que hasta oy han usado. 
Porque si las cifras hallare fuera 
del libro del author sin 
declaracion: las entienda, y si 
quisiere imitar alguna dellas: por 
este lo pueda hazer. Tambien lo 
hago: porque si el tafiedor no se 
contentare de alguna destas maneras 
de cifrar: occasionado desto invente 
otra. No se avia de contentar el de 
buen entendimiento con lo que oye 
de su maestro: sino trabaxar por si. 
No digo, que condeneys las cifras 
viejas, que es invencion de buenos 
entendimientos: sino que, teniendo 
en mucho a los que las inventaron, 
han usado y conservado, tomen todos 
los primores que en ellas ay 
trabajando de poner mas, haziendo 
adiciones. Afi lo han hecho los que 
las cifras nos communicaron. Ni 
digo, que no creays a los maestros: 
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the excellent Gombert. It is 
difficult to play on the vihuela, 
because it is [so] spread out, thus I 
place it at the end. Players are often 
guilty of wanting to play fantasies 
when they are just starting to play. 
Even though they may know 
counterpoint, unless [this 
counterpoint] is as good as that of 
the abovementioned musicians, they 
should not play fantasies too soon, so 
as not to form bad habits. 


EXPLANATION OF VARIOUS 
WAYS TO INTABULATE 
CHAPTER 72, FOL 99* 


I want to present all of the 
types of tablatures that have been 
used up to the present. 1 do this so 
that if you find tablatures outside of 
the [present] author's book, without 
explanation, you will understand 
them, and if you want to imitate any 
of them, after reading this chapter, 
you will be able to do it. I do it also 
so that, if the player is not satisfied 
with any of these types of tablature, 
[having read this chapter] he may 
invent another. The intelligent 
person should not be satisfied with 
what he hears from his teacher, but 
should [try to] figure things out for 
himself. I do not mean that you 
should condemn the old tablatures, 
for they are the product of good 
understanding, but rather, 
respecting those who invented, used, 
and preserved them, you should take 
all of the excellent details that are 
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antes aconsejo lo que Pythagoras 
mandava a sus discipulos. Este gran 
philosopho tenia tan disciplinados 
sus discipulos: que de lo que dezia 
no le pedian razon. Era tanto el 
credito que los discipulos tenian de 
Pythagoras, que su dicho tenian por 
demonstracion. Conviene que todo 
discipulo de credito a su maestro: si 
alguna cosa quisiere saber. Pero 
sobre lo que su maestro le dixere 
estudie, ymagine, y sobre todo pida a 
Dios complimiento de sciencia. 
AGi que, para occasionar a los 
estudiosos tafiedores que vayan 
adelante: porne las maneras de 
cifrar. 

Tres differencias de cifras he visto: 
de las quales en este tractare. Acerca 
de esta materia dos cosas ay que 
dezir. Una es commun, que a todas 
las cifras conviene: y la otra es 
particular, que algunas compete. 

El que todas las cifras de vihuela ha 
de entender: primero deve saber, que 
cosa es cifra. Los contadores de 
guarismo usaron unas señales: para 
en breves palabras contar gran 
summa.  Siguiense las señales. 
0.1.2.3.4.5.6.7.8.9. No tienen mas de 
estas sefiales: y bastan ellas solas para 
contar. La primera se llama zero, la 
otra es una unidad, la tercera vale 
dos, y affi van seguidas hasta allegar 
a la decima cifra, que vale nueve, En 
qualquier cuerda que hallardes el 
zero: dize, que ha de ser tocada la tal 
cuerda en vazio. Algunos tañedores 
llaman en lleno a lo que yo nombro 
en vazio: y todos queremos dezir una 
cosa por diversos nombres. Dezimos 
en tal caso, que sera herida aquella 


in them, and work to give them 
more, making improvements. That 
is how the ones who passed the 
tablatures down to us did it. I do not 
mean that you should not believe 
teachers; rather, I recommend what 
Pythagoras demanded of his 
disciples. This great philosopher 
had his disciples so well trained 
thar they did not ask for an 
explanation of what he said. Their 
faith in Pythagoras was so great that 
they took his word as proof. Every 
student should have faith in his 
teacher, if he wants to learn 
anything. But beyond what his 
teacher tells him, he should study, 
think, and above all, ask God for the 
gift of knowledge. Thus, for the 
serious player to be able to move 
forward, 1 explain the types of 
tablature. 

I have seen three kinds of 
tablatures which I will discuss in 
this chapter. Two things must be 
said on this subject. One is general 
and applies to all tablatures, the 
other is specific and pertains to a 
few. 

If one wants to understand all 
tablatures for the vihuela one 
should first know what ciphers are. 
The Arabic mathematicians used a 
few signs to count large sums with 
few words. The signs are as follows: 
0,1,2,3,4,5,6, 7, 8, 9. They do not 
have more signs than these, and these 
are enough to count with. The first 
one is called zero, the other is one 
unit, the third is worth two, and thus 
they procede until one reaches the 
tenth cipher which is worth nine. 
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cuerda sin que traste de ella sea 
hollado. En la cuerda que estuviere 
la unidad: denota la tal cuerda ser 
hollada en el traste primero. En la 
cuerda que estuviere el dos: dize ser 
hollada en el segundo traste. Lo que 
de estas tres cuerdas sefialdas con las 
dichas cifras digo: se entenda de 
todas las demas. De forma, que tal 
traste sera hollado, y tal cuerda 
herida: qual fuere la sefial, y la 
cuerda sobre que esta puesta la tal 
señal. A®i hallareys seys rayas, o 
reglas sobre las quales se ponen estas 
señales, o numeros: las quales rayas 
significan las seys cuerdas. 

Pocas vezes pafa la composicion al 
decimo traste: y communmente no 
tiene la vihuela necessidad de mas de 
diez trastes. Si al decimo traste 
pafare la obra: hallareys un diez 
llano en esta figura x: y si allegare 
al undecimo, hallarlo heys desta 
manera xi. Estos dos numeros por la 
claridad de las cifras se ponen en 
cue[n]ta llana. Cada cifra es un 
golpe. Todo puntillo entra en el 
mesmo golpe del punto con el qual 
esta puesto. Esto entiendo ahora el 
puntillo entre en el compas del 
punto en que esta o en otro 
distincto. De manera, que la cifra de 
punto y puntillo es una: como todo 
juncto es un punto. Crean los que no 
saben contrapunto, que si algunas 
vezes se suffre pronunciar el 
puntillo distinctamente del punto 
con que esta: no todas las vezes, ni 
siempre que el cantante quisiere. 
Todo punto aun que sea longo no 
tiene mas de un golpe. Estas cifras 
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On any string where you find a zero, 
it means that that string should be 
played open. What I call open, some 
players call closed,” but we all 
want to say the same thing with 
different names. By [open] 1 mean 
that the string will be struck 
without any of its frets being 
stopped. On the string where there is 
a unit, this indicates that that string 
should be stopped ar the first fret. 
On the string where there is a two, it 
means that it is stopped at the second 
fret. What I am saying about these 
three strings, marked with these 
ciphers, is understood for all the 
others. Thus, one will stop the fret 
and pluck the string that 
corresponds to the sign and the 
string upon which that sign is 
indicated. Thus, you will find six 
lines (or rules) upon which these 
signs, or numbers are placed. These 
lines represent the six strings. 
Rarely does a composition go 
beyond the tenth fret, and normally 
the vihuela does not need more than 
ten frets. If the work were to go up 
to the tenth fret, you would find a 
Roman ten like this: x, and if it 
reached the eleventh fret, it would 
be thus: xj. For the sake of clarity in 
the tablature, Roman numerals are 
used for these two numbers. Each 
cipher is a stroke. All dots come on 
the same stroke as the note to which 
they are attached. This is the case 
whether the dot comes in the [same] 
measure as the note to which it 
corresponds or in a different 
[measure]. Thus, the cipher and the 
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toman el valor y quantidad de las 
sefiales que encima le ponen. Sobre 
todas las cifras no se ponen sefiales, 
que den valor a todas ellas. La cifra 
que no lo tuviere: tomar lo ha de la 
señal que atras de ella queda. 
Qualquier sefial que se pusiere, sirve 
hasta que venga otra que la prive. 
Communmente todas las cifras se 
tafien por uno de tres tiempos, que en 
fin del capitulo treynta y seys del 
libro tercero puse: donde me 
remito. Muchas vezes hallareys al 
principio de las cifras el tiempo 
porque se tafien y quando no 
estuviere, fue — descuydo del 
transumptador. Entendereys en tal 
caso porque tiempo se tafien: por las 
figuras que encima tuvieren. Pocas 
vezes hallareys la musica en cifras a 
compas largo, sino fueren cifras 
estrangeras. Otras vezes se ponen en 
una de las proporciones que en el 
libro tercero tracte. 

Ay unos puntilos que guian las 
cifras: los quales dizen, que las tales 
cifras afi guiadas han de dar 
junctas: y las otras que estuvieren 
apartadas, cada una por si. En esto 
mire mucho el nuevo cifrador, que 
todos los puntos que dan junctos, las 
cifras a ellos correspondientes se 
pongan unas enfrente de otras. 
Hallareys unas rayas, o virgulas que 
atravieftan las dichas seys cuerdas: las 
quales no sirven de otra cosa, sino de 
dividir los compases. En esta 
division  cognoscereys (viendo 
quantas cifras ay en el tal 
repartimiento o division) que valor 
tiene cada cifra. Hallareys algunas 
vezes dos rasgos, que ocupan dos 


dot are one, since both of them 
together are one note. Those who 
have not learned counterpoint 
should know tha, although 
sometimes it is permitted to 
pronounce the dot [with a different 
syllable] than the one on the note, it 
is not [done] always, nor [is it done 
just] anytime the singer feels like 
it.” Each note, even if it is a longa, 
does not have more than one stroke. 
The ciphers receive the value and 
duration of the [rhythmic] signs that 
are placed above them. Not all of 
the ciphers have [rhythmic] signs 
above them to give them their value. 
A cipher that does not have [a 
rhythmic sign above it] should take 
[its duration] from the sign that is 
behind it. Any sign used is valid 
until another one appears to replace 
it. 

Normally all tablatures are 
played in one of three tempos, 
which I explain at the end of 
chapter thirty-six of the Book 
Three, to which 1 refer you. Many 
times you will find the tempo 
marking at the beginning of the 
tablature, and when it is not there, it 
was left out by the copyist. In that 
case you should understand the 
tempo by the [rhythmic values] that 
are above [the tablature]. Rarely 
will you find intabulated music in 
[breves], except in foreign tablature. 
Usually one of the proportions 
which is discussed in book three is 
used. : 

There are some dots that guide 
the ciphers, and indicate that those 
ciphets [that have a dot above them] 
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espacios: y son  repeticion de 
villancico, o chançoneta. 
Señaladamente digo estas dos cosas: 
porque les suelen poner la tal señal. 
La señal que se pone sobre el compas 
virgulado de las cifras, no dize 
siempre todos los puntos que estan 
en el dicho compas en todas las 
bozes ser tan diminuydos: como es la 
señal. Ponese una señal de seminima 
sobre un repartimiento: acaece que 
la una boz tiene sola una cifra, y sera 
semibreve: y si la otra tiene dos, 
seran minimas. Deforma, que la tal 
sefial no demuestra el valor en todas 
las bozes: sino el de la boz que mas 
cifras tiene: por lo qual en este tal 
exemplo la tercera boz terna quatro 
cifras: para que cada una de la boz en 
el tal intervalo virgulado venga a 
tener un compasete. Muchas vezes en 
un repartimiento estan las cifras en 
todas las bozes yguales y en tal caso 
la señal servira para todas: pero esto 
no es de essencia de la Musica. 
Demanera, que siempre mirareys la 
señal, y viendo la boz que tiene mas 
cifras: cognoscereys tener en si un 
compas, y segun las otras bozes 
tienen mas O menos cifras: assi 
juzgareys el compas en todas las 
bozes. 

Aunque en las cifras no digan que 
tono es o donde tiene la clave: 
facilmente lo podeys saber. Mirad 
en qualquiera de las cuerdas donde 
se forma el semitono: y por el 
cognoscereys lo sobredicho. Digo, 
que si en la tercera vineire un zero, y 
luego una unidad, o despues en la 
dicha cuerda: entendereys que las dos 
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should be played together, and the 
others that are separate, should be 
played apart. For this, the novice 
intabulator should make sure that 
for all the notes that should be 
played together, the ciphers which 
correspond to them are placed one 
[above] of the other. You will find 
some lines, or virgules, that cross the 
said six strings [of the tablature] 
which have no purpose other than to 
separate the measures. Within these 
measurements, you will understand 
the value of each cipher, by seeing 
how many ciphers there are in that 
measure. Sometimes you will find 
two marks which occupy two spaces, 
which are the repetition [signs] of 
the villancico or changoneta. Y point 
these [two] things out because this 
sign is often used. 

The signs which are placed 
above the measure in the tablature 
do not always indicate that the 
values of all the notes in that 
measure are as small as the sign 
above them in all of the parts. [For 
example]: a semiminim is placed 
above the measure; it [sometimes] 
happens that one voice part has only 
one cipher, which will be a 
semibreve, and the other part has 
two, which will be minims. Thus, 
that particular [rhythmic] sign does 
not show the value in all the parts, 
but of the part that has the most 
ciphers. In this particular example, 
the third part has four ciphers; thus, 
in that measure, each [cipher] in that 
voice part ends up [being in 
semibreves]. Often all the ciphers of 
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cifras forman semitono: luego la 
tercer en vazio esta en mi. Cifrose la 
tal Musica por la vihuela de Are: en 
la qual viene la tercera en vazio en 
el mi de bfaimi. Si en la prima ay 
un semitono: venid contando por los 
trastes abaxo hasta que halleys en que 
boz comengo en vazio: y assi 
juzgareys porque vihuela pintada se 
cifro la tal Musica. Si dixere en las 
cifras donde traen las claves (como 
algunos curiosos lo ponen) bastante 
seria esto para saber por que vihuela 
se cifro. Algunas vezes (como estas 
cifras han sido transuntadas mucho) 
lo que dizen de las claves esta 
errado: por tanto no se deven 
siempre fiar de la tal scriptura. 

El musico que entendiere las 
vihuelas que yo pintare, y quisiere 
specular los libros de cifras: no tan 
solamente las entendera, sino sabra 
sacarlas en canto tan fielmente como 
estava puntado antes que se cifrafse. 
Si los buenos componedores de 
canto de organo que ay en España 
supiefsen sacar, y mudar las cifras en 
punto: verian la Musica que algunas 
llevan, indigna de nombre de 
Musica. Digo verdad, que 
contrapunto de tafiedor de vihuela (y 
no de los mal afamados) puesto en 
cifras, he sacado en punto: que se ha 
reydo entre cantores no poco. Y 
porque no tengo officio para dezir 
mal: callo el nombre del tal 
tafiedor. Quise apuntar esto, para que 
los que comiengan a tañer cifras: 
entiendan no todas contener buena 
Musica. Una de las causas porque es 
bien sobre lo cifrado poner las 
bozes puntados: es, para que los 


all the parts in a measure are the 
same, and in that case, the [rhythmic] 
sign will correspond to all of them, 
but this is not the nature of music. 
Thus, you should always look at the 
sign and [by] seeing which part has 
the most ciphers, you will 
recognize that that voice part has its 
own compas, and depending on 
whether the other parts have more or 
fewer ciphers, you will be able to 
judge the compas of all the parts 
[together]. 

Even though the tablature may 
not say which mode it is in, or 
where the clef is, you can tell this 
easily. Look at where the semitone is 
formed on any of the strings, and by 
this you will know the [position of 
the clefs and the mode]. I mean that 
if there were a zero on the third 
string and then a one [immediately] 
or later after it on the same string, 
you will know that the two ciphers 
form a semitone; then, the third 
string open is mi. That [piece] was 
intabulated for the vihuela in A re, 
on which the third string open is the 
mi of b fa# mi. If on the first string 
there is a semitone, begin counting 
the frets downward until you find 
which note that string is tuned to, 
and this way you will be able to tell 
for which drawn vihuela the music 
was intabulated. If the tablature 
specifies where the clefs are located, 
this is enough to know for which 
vihuela it was — intabulated. 
Sometimes (since these tablatures 
have been copied alot) what it says 
about the clefs is wrong, so that the 
manuscript should not always be 
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cantores (aunque no sepan tafier) 
viendo lo puntado daran fe de las 
qualidades de las cifras. Y si solas 
las cifras estuvieren: el que las 
supiere sacar dira la verdad 
desengafiado a los tafientes, que no 
saben de composicion. Digo que es 
cosa muy facil sacar las cifras en 
punto, y que el estudioso por este 
arte lo hara. 
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trusted. 

The musician”* who 
understands the vihuelas that I draw 
and who wants to examine tablature 
books, will not only understand 
them, but will know how to 
transcribe them [back] into notation 
as faithfully as they were written 
before they were intabulated. If the 
good composers of polyphony that 
are in Spain knew how to transcribe 
and change tablature [back] into 
notes, they would see that the music 
which is contained in some of [the 
tablatures] is unworthy of [being 
called] music. Seriously, I tell you 
that 1 have — re-transcribed 
intabulated counterpoint of a 
vihuela player (and not one of ill 
repute) into notation, and the 
singers laughed heartily. Since it is 
not my nature to say bad things, I 
will not say the name of that player. 
I wanted to write this down so that 
those who are beginning to play 
[from] tablature understand that not 
all of them contain good music. 
One of the reasons why it is good to 
place the voice parts above the 
tablature is so that the singers, even 
though they do not know how to 
play, can verify the quality of the 
tablature. And if only the tablature 
is there, whoever knows how to 
transcribe it will tell the truth, 
setting players that do not know 
about composition straight. It is 
very easy to transcribe tablature into 
notes, and the diligent [player], with 
this method, will [be able to] do it. 
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DE LAS COSAS PARTICULARES 
DE LAS CIFRAS 
CAPIT. LXXIIJ 


Las cosas particulares de las cifras 
son las siguientes. Las cifras que, a 
mi ver, son mas viejas tienen sobre 
los compases por valores unas 
sefiales. Para denotar ser una cifra de 


semibreve: se pone esta señal, | ; 
para la minima esta, D, para la 
minima con puntillo es esta, p ; 


para la seminima [sic] esta, F , para 


RE 
la corchea esta, B para la 
semicorchea esta, E . En esta 


primera manera de cifrar no se pone 
señal para el breve: porque lo divide 
en dos golpes quando viene. 

La segunda manera de cifrar no 
diffiere de la primera: sino en las 
señales, que en lugar de las 
sobredichas usa puntos. De forma, 
que la cifra del breve tiene sobre si 
un punto breve, y afi de todos los 
otros. Tambien, que pone las claves 
en las propias cifras en las cuerdas 
que han de estar. Algunas vezes 
delante las dichas claves pone el 
numero del traste donde se han de 
poner las claves: otras vezes con aver 
dicho en que traste estan: no pone 
delante las claves el mumero del 
dicho traste. 

La tercera manera de cifras que he 
visto es mas moderna, y tiene mas 
primores, y muchas señales que 


ON THE SPECIFIC [DETAILS] OF 
TABLATURE 
CHAPTER 73— FOL. 101* 


The specific details of 
tablature are as follows. Tablatures 
which, in my opinion, are older, 
have signs above the measures for the 
[rhythmic] values. To indicate a 
cipher with the value of a 


semibreve, this sign | is used; for 
the minim, this one » for the 
dotted minim, this one | ,; for the 
semiminim, this T ; for the 
crochet, this one} ;for the double 


crochet, this ae . In this first 
kind of tablature, one does not use a 
sign for the breve because, when it 
occurs, it is divided into two beats. 
The second kind of tablature 
does not differ from the first one 
except that instead of the 
abovementioned signs, it uses dots. 
Thus, a cipher with the value of a 
breve has a short dot above it, and so 
forth for all the others. It also 
places the clefs in the tablature, on 
the strings where they should be. 
Sometimes the number of the fret 
where the clef should be is placed in 
front of the clef; at other times, 
having [written out] on which fret 
they should be, the number of the 
fret is not placed in front of the 


-clefs. 


The third kind of tablature 
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declarar. Algunas vezes sobre las 
cifras pone una voz para cantar. 
Sepan, que no siempre va cifrada. 
Quando en las cifras ay un rasgo 
pequeño en esta forma 5 
entendereys la tal cifra ser de la boz 
para cantar, y que va por las cifras de 
la dicha sefial. Quando quiera que 
sobre un punto se pusiere un 
calderon: significa acabar alli la tal 
obra. Algunas vezes se pone el 
mesmo calderon quando ay punto 
syncopado, o quando el punto tiene 
puntillo: para denotar que el medio 
punto de la syncopa, o el puntillo 
entra en el compas siguiente. En la 
boz que esta manera de cifrar pone 
para cantar, algunas vezes hallareys 
una estrella pequeña: y denota, que el 
punto sobre que estuviere: sera 
menester por causa de la letra alguna 
vez pronunciarlo uno, y otra vez 
dividirlo. Encima de algunas cifras 
hallareys esta señal ^: la qual se pone 
para que el dedo este quedo todo el 
compas, si se pone al principio del 
compas: y si en fin del dicho compas 
se pusiere la tal señal, estara quedo 
el dedo hasta la mitad del compas 
siguiente, y otras vezes hasta la 
quarta parte. El que quisiere 
comengar a cifrar imite alguna de 
las sobredichas maneras de cifrar o 
vea los libros de los señalados 
musicos Anrriquez de valderavano, y 
de Miguel de fuenllana: y vera 
grandes primores para saber elegir 
modo primo y claro para las cifras 
que hiziere. Aquel sera buen modo 
de cifrar, que el que lo usare 
entiende por el todas las bozes de la 
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that I have seen is more modern and 
has more details and many signs to 
explain. Sometimes the voice part is 
placed above the tablature. Be aware 
that [the voice part] is not always 
intabulated.” However, when there 
is a small mark like this 5 in the 
tablature, you should understand 
that cipher to be the sung part and 
that [the voice] sings along with the 
ciphers that have that sign. Whenever 
a fermata is placed above a note, it 
means to end that piece there. 
Sometimes the same fermata is used 
for a syncopated note, or for a dotted 
note, to denote that the other part of 
the syncopation or dotted [note] 
occurs in the following measure. In 
the voice part which this kind of 
tablature indicates as being sung, 
sometimes you will find a small 
star which denotes that, [in a 
strophic song], depending on the 
text, sometimes one will pronounce 
[a single syllable] on that note, and 
at other times [one will] divide it 
[into two syllables. Above some 
ciphers you will find this sign ^, 
which indicates that the finger 
remains in place for the entire 
measure if it is placed at the 
beginning of the measure, but if 
this sign is placed at the end of that 
measure, the finger will remain in 
place [sometimes] until the second 
half of the following measure and 
other times until a fourth of the way 
through. Those who want to begin 
intabulating should imitate some 
of the abovementioned kinds of 
tablature or see the books of the 
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obra cifrada, y las diere a entender a 
los otros con todos los secretos de 
facilidad, de certidumbre, y de 
abilidades que en toda la anchura de 
cifras el tañedor puede descubrir. 
Lo que a mi ha sido poftible dezir 
de la vihuela commun: fielmente he 
dicho. 


distinguished musicians Anriquez 
de Valderrabano and Miguel de 
Fuenllana. There you will see 
excellent details so that one may 
choose the best and clearest way [of 
intabulating]. A good tablature is 
one that enables the [player] to 
recognize in it all of the voices of 
the intabulated work, and make 
them understood to others with all 
the secrets of ease [of playing], skill, 
and accuracy that the player can find 
in the riches of tablature. 

That which has been possible 
for me to say about the common 
vihuela, I have said faithfully. 
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EXEMPLO DE CIFRAS 
CAPITULO LXXIIIJ. 


Por razon de exemplificar lo ya 
dicho en el arte de cifrar: pongo las 
cifras siguientes, y es un romance 
viejo del modo quarto, y va por la 
vihuela de Are, y por tanto tiene la 
clave de ffaut en la quinta en el 
traste tercero, y la de csolfaut en la 
tercera en el traste primero. No 
pongo valores sobre las cifras: 
porque basta-el canto de organo, 
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EXAMPLE OF TABLATURES 
CHAPTER 74, FOL. 101* 


In order to demonstrate what 
has been said on the art of 
intabulating, I provide — the 
following tablature, which is a 
romance viejo in the fourth mode 
and is for the vihuela in A re, and 
thus has the clef of F fa ut on the 
fifth string, third fret, and the [clef] 
of C sol fa ut on the third string, 
first fret. I do not place [rhythmic] 
values above the tablature because 
the voice part is sufficient. 


rdenes y esel romance fuperior ; 
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las cifras siguientes son para The following tablature is 
vihuela de siete ordenes, y es el for [my] seven-course vihuela, and is 
romance superior. the same romance as above. 
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PARA EL CURIOSO TANEDOR 
FOL. 101° 


Resta para los musicos curiosos dar 
artificio de poner los trastes por 
compas en la vihuela: y quedara mas 
perfecta, por ser mas cierto el 
compas, que el oydo. Es tan pequeña 
la falta, que ahora tienen los trastes 
bien puesto: que pocos oydos la 
pueden comprehender, y el compas 
es poderoso para hallarla. Visto 
havemos tafiedores, por los trastes 
que tafien sexto modo, querer tafier 
quarto: y no poder: sin mudar los 
trastes a beneficio de su buen oydo. 
Lo que al presente pretendo, es dar 
compas con que se pongan los trastes: 
para que los que no son musicos con 
facilidad, y certidumbre los 
pongan, y aßi quedara la vihuela 
mas perfecta. No me juzguen los 
tañedores por atrevido: hasta que 
ayan experimentado todo lo 
contenido en este libro. 


PARA ENTRASTAR LA VIHUELA 
COMMUN 
CAP. LXXV 


Este instrumento tiene el diapasson 
en los trastes. De la manera que los 
monachordios tienen los 
diapaftones señalados en unas tablas 
para que las teclas hieran a 
proposito de las consonancias que 
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TO THE SERIOUS PLAYER 
FOL. 101" 


For the serious musician, a 
method for placing frets on the 
vihuela with a compass remains to 
be explained: then the vihuela will 
be more perfect, because the compass 
is more exact than the ear. The 
imperfection found now on frets 
that are well placed is so small that 
few ears can detect it, but the 
compass is mighty for uncovering 
it. We have seen players who, with 
their frets set for the sixth mode, 
want to play the fourth mode, but 
are unable to do it without moving 
the frets as their good ear tells them. 
What I intend to do here is to give 
the measurements by which to place 
the frets, so that those who are not 
[such good] musicians will be able 
to place them with ease and 
exactitude, and thus the vihuela will 
be more perfect. Players should not 
deem me bold until they have tried 
everything that is contained in this 
book. 


TO FRET THE COMMON 
VIHUELA 
CHAPTER 75 (FOL. 102*) 


This instrument has the [scale] 
on its frets. Just as clavichords have 
the scale” established by the 
tangents, ® so that the keys strike 
whichever interval they should 
form, the flute in the holes, the 
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han de formar, la flauta en los 
agujeros, el sacabuche en las tiradas, 
y otros instrumentos en otra forma: 
afi la vihuela en los trastes, y avia de 
tener para ser del todo perfecta las 
deduciones seguidas: assi como las 
tienen los otros instrumentos. Una 
de las cosas que en las vihuelas he 
hallado no bien acertada, es la 
postura de los trastes. Apenas 
hallareys este instrumento bien 
entrastado: sino son los que usan los 
singulares tañedores, que los ponen a 
compas de su buen oydo. Es grande la 
differencia en la Musica puestos los 
trastes con solo oydo: o con arte 
junctamente con el oydo. 

Para que todos los que tañen la 
vihuela commun (y aun los que no 
lo saben) entiendan puntualmente 
como se han de poner los trastes: 
noten una breve informacion. Desde 
un traste a otro ay un semitono. De 
forma, que el semitono se forma en 
dos trastes, el tono en tres, el 
semiditono en quatro, el ditono en 
cinco, el diateffaron en seys, el 
tritono en siepte, el diapente en 
ocho, la sexta menor en nueve, la 
sexta mayor en diez, la septima 
menor en onze, la septima mayor en 
doze, y el diapafon en treze. En esta 
cuenta va numerada la cejuela de la 
vihuela por traste: porque 
formandose en ella la boz en vazio, 
tiene el mesmo officio de traste. 
Mirad, que consonancia quereys 
formar, y contad quantos semitonos 
tiene: que tantos trastes le aveys de 
dar, y mas la ceja de la vihuela. El 
diapasson tiene cinco tonos y dos 
semitonos, y los cinco tonos son diez 


sackbut in the slides, and other 
instruments in some other form; 
thus the vihuela [has its scale] on the 
frets, and in order to be perfect in 
every sense, the intervals should 
follow in their correct sequence, 
just as they are on other instruments. 
One of the things that I have found 
[to be] not very exact in vihuelas is 
the placement of the frets. You will 
rarely find this instrument well 
fretted, except the ones used by those 
exceptional players, who place them 
by their good ear. It makes a great 
difference in the music if the frets 
are placed only by ear, or by method 
in combination with the ear. 

So that those who play the 
common vihuela, and even those 
who do not know how to play, 
understand exactly how the frets 
should be placed, note the 
following information. From one 
fret to another there is a semitone. 
Thus, the semitone is formed on 
two frets, the whole-tone on three, 
the semiditone” on four, the ditone 
on five, the diatessaron on six, the 
tritone on seven, the diapente on 
eight, the minor sixth on nine, the 
major sixth on ten, the minor 
seventh on eleven, the major seventh 
on twelve, and the diapason on 
thirteen. In this calculation, the nut 
of the vihuela is counted as a fret 
because it forms the note on the open 
string, and thus has the same 
function as a fret. Look to see which 
interval you want to form, and count 
how many semitones it has, and you 


.should give it that many frets, plus 


the nut of the vihuela. The diapason 
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semitonos. Pues diez y dos son doze, 
y mas la ceja de la vihuela treze. 
Digo mas que aunque el semitono se 
forme de un traste a otro, y todos los 
semitonos en la vihuela commun 
esten quasi yguales en compas de 
Musica: en menor compas y cuenta se 
forman unos, que otros. Poner estos 
trastes a benefficio de oydo: no todos 
los oydos son para ello sufficientes y 
padecen trabajo, y en fin no van tan 
ciertos como por la cuenta de las 
proporciones. 

El tafiedor que cierta, y facilmente 
quisiere poner por arte los trastes en 
la vihuela: tome la regla siguiente. 
Divida lo largo de las cuerdas en 
nueve tamaños yguales que se 
entiende desde la puente de la 
viheula hasta la ceja. Para hazer 
todos los repartimientos que en este 
libro tracto: tomad el tamaño de las 
cuerdas en una regla bien labrada, en 
la qual repartireys las consonancias 
con cartabon quadrado. Diviso pues 
el dicho spacio, en el punto primero 
de la division, cercano a la ceja, 
porneys un traste, y sera segundo: en 
el tercero punto. de la division 
poned otro, y sera el septimo. Bolved 
a dividir el espacio que ay desde el 
dicho segundo traste hasta la puente 
en otros nueve tamaños, y en el punto 
primero de la division poned un 
traste, y sera quarto: y en el punto 
tercero de la division poned otro, y 
sera el nono. Dividase luego toda la 
cuerda en quatro tamaños, y el 
primero terna desde la ceja al 
quinto traste. Otra division se haga 
semejante de quatro desde el quinto 
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has five whole-tones and two 
semitones, and the five whole-tones 
are ten semitones. Ten and two are 
twelve, plus the nut of the vihuela, 
thirteen. 1 [should] also say that 
though the semitone is formed from 
one fret to another, and all the 
semitones on the common vihuela 
are nearly the same in musical 
distance, some are formed with a 
smaller distance and ratio than 
others.” Not all ears are capable of 
placing these frets by ear; people 
lack practice, and [thus] the end 
[result] is not as exact as the 
calculation of [string length] ratios. 

If a player wants to place the 
frets on the vihuela by method, 
exactly and easily, he should proceed 
as follows. Divide the strings 
lengthwise into nine equal parts, 
that is, from the bridge of the 
vihuela to the nut. In order to make 
all the divisions that I discuss in 
this book, measure the length of the 
strings on a well drawn line, on 
which you will distribute the 
intervals with a carpenter’s square.” 
Having thus divided that space, on 
the first point of division, near the 
nut, you will place a fret, and this 
will be the second [fret]; on the 
third point of division, place 
another [fret], and this will be the 
seventh. Divide the space from the 
said second fret to the bridge into 
another nine parts, and at the first 
point of division place a fret, and 
this will be the fourth. On the third 
point of division place another fret, 


and this will be the ninth. Then 
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traste hasta la puente, y el tamaño 
primero alcangara al decimo traste. 

Para poner en medio destos trastes 
otros que formen semitonos, que 
seran primero, tercero, sexto, y 
octavo: tomad este aviso. En medio 
de los trastes que forman tono poned 
uno: y si fuere fa, avia de ser llegado 
hazia la ceja: y si fuere mi, allegado 
a la parte de la puente. Si el tono se 
dividiera en la vihuela commun en 
dos semitonos mayor y menor: como 
en el organo (en el sentido ya 
declarado en este libro) avia mucho 
que dividir. No se divide la 
vihuela, segun la cuenta commun, 
sino por medio poco mas, o poco 
menos en compas de Musica. Si el 
tono en la vihuela se dividiera en 
compas de arithmetica: facil cosa 
fuera poner los trastes medios. Pero 
esta division no seria la mitad del 
tono por compas de Musica: segun 
en otra parte es declarado, que en 
Arithmetica el medio superior 
conternia mayor distancia en 
musica, por ser mas corta la cuerda: 
que el inferior. Por tanto para hazer 
estos trastes medios venir a tener el 
medio del tono en compas de 
Musica: aveys de quitar al medio 
que esta a la parte superior una poca 
de distancia, y darsela a la parte 
inferior: y desta manera quedaran 
los dichos trastes quasi en medio en 
compas de musica. Este arte de 
entrastar viheula no va 
puntualmente en toda la perfection 
que puede yr: porque le falta muchos 
quilates. Puse lo aqui en el lugar 
primero, y en modo no primo: para 
los que saben poco, y por començar 


divide the entire string into four 
parts, and the first [part] will be 
from the nut to the fifth fret. 
Another similar division is made 
into four [parts] from the fifth fret 
to the bridge, and the first part will 
reach the tenth fret. 

In order to place other frets 
which form semitones in between, 
which will be the first, third, sixth, 
and eighth frets, proceed as follows. 
In between the frets that form a 
whole-tone place one [fret], and if it 
is fa, it should lean toward the nut, 
and if it is mi, toward the bridge. If 
the whole-tone on the common 
vihuela is divided in two semitones, 
[one] major and [one] minor, like 
the organ (in the sense already 
mentioned in this book)? there 
would be much to divide. The 
vihuela is not divided according to 
common calculation, but rather, a 
little bit more or less than half, in 
musical measurements. If the 
whole-tone on the vihuela were 
divided in arithmetical 
calculation, it would be easy to 
place the inbetween frets. Bur this 
division would not be a half of the 
whole-tone in musical 
measurements; as is explained 
elsewhere, arithmetically, the upper 
half [of the fret] has a larger 
distance in music than the lower 
[half], since the string is shorter. 


‘Thus, in order to make these in- 
between frets [add up to] a whole- 


tone in the measurements of music, 
you should take a little bit out of 
thé half that is on the upper side, and 
give it to the lower part, and in this 
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de lo imperfecto a imitacion de 
naturaleza. 


DE UNA NUEVA Y PERFECT 
VIHUELA 
CAPITULO LXXV] 


Presupuestas todas estas verdades de 
grandes doctores liquidadas por 
fundamentos: concluyre el intento 
principal deste libro. En algunas 
partes de mis libros hallareys, que 
alabo (y con gran razon) al inventor 
de los trastes como ahora estan 
puestos. No alabo como los ponen 
algunos — feminados de bozes 
mugeriles, que todas las distancias 
tienen gran falta. Apenas hallo 
trastes (de muchas vihuelas que he 
requerido) que no esten cortos. No 
allegan a dar la complida 
composicion de las distancias. 
Como canta cada uno assi pone los 
trastes. Los que los trastes de tono 
tienen complido el tono, y las 
divisiones dividen medio a medio 
poco mas, o menos el dicho tono: 
estos son dignos de ser alabados, y el 
inventor del tal primor de mayor 
alabanga. 

Realmente en la vihuela commun 
no ay semitono mayor, ni menor: 
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manner those frets will be nearly in 
the middle in musical calculation. 
This system of fretting vihuelas is 
not as exact as it could be, because it 
lacks many refinements. I have 
discussed it here at the beginning, 
but not in the best way, for those 
who know little, and because I 
begin with the imperfect, in 
imitation of nature. 


ON A NEW AND EXACT 
VIHUELA% 
CHAPTER 76 (FOL. 101") 


These truths being understood 
and given as principles by the great 
masters, I will come to the main 
purpose of this book. In some parts 
of my books you will find that I 
praise (and rightly so) the inventor 
of the current placement of frets.” I 
do not praise how some pansy-voiced 
effeminates place them, where all 
the intervals are defective. Of many 
vihuelas that I have tried, I find 
hardly any where the [distance 
between] frets is not [too] small. 
They do not form the complete 
interval. One must place the frets 
just like each [interval] is sung. 
Those [vihuelas] where the whole- 
tone frets have a full whole-tone, 
and for the semitones the said 
whole-tone is divided into two 
halves, [one] a little larger, or 
smaller, these are worthy of praise, 
and the inventor of such an 
excellence of even more praise. 

On the common vihuela there 
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pero quedan ambos en tal 
disposicion: que se pueden tañer. 
Muchas vezes vienen a ser los dos 
trastes mas que tono: y otras vezes de 
uno a otro mas que semitono. 
Tambien puede acaecer lo 
contrario. Si complidamente no 
tienen las distancias todas las 
commas que han menester, o quedan 
otras largas, con tal que no allegue a 
una comma: no causara 
desabrimiento al  oydo. Dixo 
Boecio, que la minima distancia 
que en la Musica se siente: es la 
comma. Lo que anda repartido en 
los trastes de mas o de menos es 
media comma: luego esta falta, o 
excefío no se conocera. Por lo qual 
tengo muy gran razon de alabar al 
inventor, que dexo un instrumento 
de la vihuela copiosissimo. 

Para los que poco saben, que no 
atinaran al mudar los trastes: fue 
gran provecho esta abilidad. Si 
diessemos vihuela, que 
complidamente tuviesse todas las 
distancias, de mayor perfection 
seria. Ninguno me puede negar, que 
el sonido sea objeto y blanco del 
oydo, y quanto el sonido es mas 
perfecto, mas se deleyta el oydo. Lo 
que en la vihuela ahora se tañe tiene 
su perfection la qual se deleyta el 
oydo. Si la vihuela se pudiesse 
entrastar en todo complimiento, y 
perfection de Musica, quedando tan 
largo instrumento como esta: no ay 
dubda, sino que mas deleytaria el 
oydo, y seria passar adelante en este 
instrumento. Si vihuela uviera de 
usar: de una que he inventado (no sin 
falta de estudio) principalmente 


really are no major or minor 
semitones, but both are placed in 
such a way thar they can be played. 
Often the two frets together add up 
to more than a whole-tone, and other 
times from one [fret] to another is 
more than a semitone. The opposite 
can also happen. If all together the 
intervals do not have all the commas 
that are necessary, or if other 
[intervals] are too large, as long as 
the [extra] distance is less than a 
comma, it will not be offensive to 
the ear. Boethius said that the 
smallest interval that can be heard 
in music is the comma. What is 
distributed over the frets that are 
slightly larger or slightly smaller 
is a half-comma; thus this ‘less’ or 
'more' will not be noticed. For this 
I am very right to praise the 
inventor, who made the vihuela a 
very rich instrument. 

For those who do not know 
much, and are not able to move the 
frets, this skill [of placing the 
chromatic frets in the middle 
musically] was a great advantage. If 
we could make a vihuela whose 
intervals were all exact, it would be 
more perfect.® No one can deny that 
sound is the object and target of the 
ear, and the more perfect the sound, 
the more the ear is delighted. What 
is currently played on the vihuela 
has its perfection, with which the 
ear is delighted. If the vihuela 
could be fretted with all the 
perfection and exactitude of music, 
being such a large instrument, there 
is no doubt thar it would delight the 
ear more, and this would be a step 
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usara, por ser de gran certidumbre, 
facilidad y perfection. El que ha de 
tener cuenta con la vihuela que 
ahora se usa ha de ser buen contador. 
Mirese bien, que es menester para 
cifrar en esta vihuela la memoria de 
angel: y para ser consumado tafiedor 
abilidad mas que de hombre. La 
causa porque tan pocos tafiedores ay 
en este tiempo: es, las muchas cuentas 
que en el dicho instrumento se 
tractan. 

Pongamos en la vihuela fixo el 
gamaut are. Como lo tenemos en la 
mano: lo ymaginemos en la vihuela. 
Para esto se han de poner siepte 
ordenes de cuerdas, y cada una 
formara su deducion. La septima 
cuerda sera la deducion primera, la 
sexta la segunda, la quinta la tercera, 
y assi procedera hasta la prima: la 
qual sera septima deducion. Distara 
una cuerda de otra, lo que dista una 
deducion de otra. Esta vihuela viene 
a tener en vazio la quinzena, que 
contiene la vihuela commun. Todas 
las cuerdas estan una de otra quatro 
puntos, como en la commun: excepto 
la quarta con la quinta, y la prima 
con la segunda que distan por un 
tono: segun esta Gsolreut de Ffaut 
grave y agudo. Pues sea la septima en 
vazio gamaut, la sexta Cfaut, la 
quinta Ffaut grave, la quarta 
Gsolreut grave, la tercera csolfaut, 
la segunda ffaut, y la prima 
gsolreut. 

La septima en el segundo traste sera 
Are, la sexta Dsolre, la quinta 
Gsolreut, la quarta alamire, la 
tercera dlasolre, la segunda gsolreut, 
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forward for this instrument. If you 
are going to use any vihuela, you 
should use mainly the one that I have 
invented (not without lack of study), 
because it has great precision, ease 
[of playing] and perfection. If one 
is to keep track [of all the faults] on 
the vihuela currently in use, one 
must be a good counter. One needs 
the memory of an angel in order to 
intabulate for this vihuela, and 
superhuman ability to be a 
consummate player. The reason that 
there are so few players these days is 
the many considerations that this 
instrument requires. 

Let us fix” the scale on the 
vihuela. [Just] as it is on the 
[Guidonian] hand, let us imagine it 
on the vihuela. For this, seven 
courses of strings should be used, 
and each one will form its 
hexachord.” The seventh string 
will be the first hexachord, the 
sixth the second, the fifth the third, 
and it proceeds thus until the first 
string, which will be the seventh 
hexachord. The interval from one 
string to another will be the 
interval from one hexachord to the 
other. This vihuela has the [same] 
fifteenth on the open strings as the 
common vihuela. All the strings are 
[at a distance of] four notes from 
each other, like on the common 
[vihuela], except the fourth and 
fifth strings and the first and second 
strings which are separated by a 
whole-tone, [just] as low and high G 
sol re ut are from E fa ut Thus the 
seventh string open is gamut, the 
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yla prima alamire. En el quarto 
traste la septima es hmi, la sexta 
Elami, la quinta alamire, la quarta 
el mi de bfaimi, la tercera elami, la 
segunda alamire, y la prima el mi 
de bfa&mi. En el quinto traste es la 
septima Cfaut, la sexta Ffaut, la 
quinta el fa de bfa mi, la quarta 
csolfaut, la tercera ffaut, la segunda 
el fa de bfatmi, y la prima csolfa. 
En el septimo traste es Dsolre, 


Gsolreut, csolfaut, dlasolre, 
gsolreut, csolfa, y dlasol. En el nono 
traste seran Elami, alamire, 


dlasolre, elami, alamire, dlasol, y 
ela. En el decimo traste seran Ffaut, 
el fa de bfakmi, el fa de ela, y ffaut. 
Los quatro trastes que no avemos 
nombrado son primero, tercero, 
sexto, y octavo, y en algunas cuerdas 
son divisiones de tono: serviran unos 
de sustentados, y otros de faes 
conforme a lo que esta en el 
monachordio. En el sexto traste es el 
mi de bfa&mi agudo y sobreagudo, y 
los sustentados de cfaut, de ffaut, de 
csolfaut, de ffaut, y de csolfa. El 
traste primero sera sustentado de 
todos los signos que estan en vazio. 
Los signos del traste segundo ternan 
su fa en el traste tercero. Y porque en 
el traste quarto estan alamire agudo 
y sobreagudo, y tienen necessidad en 
el signo inferior de punto 
sustentado, y en el traste tercero no 
queda: quando acaeciere — venir, 
pueden lo hazer en el traste primero 
en la cuerda superior de a donde 
venia a ser en el tercero. El remedio 
de otras faltas aparentes en el 
capitulo setenta y ocho sera visto. 


sixth C fa ut the fifth low F fa ui, 
the fourth low G sol re ut, the third 
c sol fa ut, the second f fa uz, and the 
first g sol re ut. 

The seventh string at the 
second fret will be A re, the sixth D 
sol re, the fifth G sol re ut, the fourth 
a la mi re, the third d la sol re, the 
second g sol re ut, and the first a la 
mi re. On the fourth fret the seventh 
string is 4 mi the sixth E la mi, the 
fifth a la mi re, the fourth the mi of 
b fa ! mi” the third e la mi the 
second a la mi re, and the first the mi 
of b fa 4 mi On the fifth fret the 
fifth string is C fa ut, the sixth F fa 
ut, the fifth the fa of b fa 4 mi, the 
fourth c sol fa ut the third f fa ut 
the second the fa of b fat mi, and the 
first c sol fa. On the seventh fret is D 
sol re, G sol re ut, c sol fa ut, d la sol 
re, g sol re us, c sol fa, and d la sol. On 
the ninth fret will be E la mi a la 
mi re, d la sol re, e la mi, a la mi re, d 
la sol, and e la. On the tenth fret 
will be F fa ut the fa of b fa * mi, 
the fa of e la, and f fa ut. 

The four frets that we have not 
named are the first, third, sixth, and 
eighth, and on some strings they are 
divisions of a whole-tone, some of 
which will serve as raised notes and 
others as fZs, according to what it is 
on the monochord.” On the sixth 
fret is mi of high and double high b 


fah mi, and the raised note ofc fa ut, 


of f fa ut, of c sol fa ut, off fa ut, 
and of c sol fa” The first fret will 
be the raised note of all the notes on 
the open strings. The notes on the 
second fret will have their fa on the 
third fret. Since on the fourth fret 
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PARA PONER LOS TRASTES EN 
ESTA VIHUELA 
CAP. LXXVIJ 


El modo de poner los trastes scriven 
Boecio y Stapulense en modo 
difficultoso: pero cierto. Dezirlo 
he por las mas claras palabras, que 
pudiere. Dividid el spacio que ay 
" desde la puente de la vihuela hasta la 
ceja en quatro partes, y en el punto 
primero de la division cercano a la 
ceja poned el quinto traste: en el 
qual se formara diatefaron. 

Dividid el spacio desde la ceja hasta 
el quinto traste en quatro tamaños, y 
subid desde el dicho quinto hazia el 
nascimiento de las cuerdas con tres, y 
donde viniere el punto de los dichos 
tres: sera el decimo traste. Queda 
otro diateftaron desde el quinto al 
decimo. Divida se el spacio que ay 
desde el quinto traste hasta la ceja en 
tres tamafios, y poned el compas en el 
dicho quinto: y donde alcangare sera 
septimo. Para provar si este septimo 
queda bien puesto: tome el dicho 
compas, sin abrirlo, o cerrarlo, y 
divida desde el nascimiento de las 
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[of strings 5 and 2] are high and 
double high a la mi re, they need the 
note below them to be raised and 
this does not work on the third fret. 
Whenever this occurs, you can [play] 
the note that should have been on the 
third fret, on the first fret of the 
higher string. The solution for the 
other apparent faults will be seen in 
chapter seventy-eight. 


TO PLACE THE FRETS ON THIS 
VIHUELA 
CH. 77 (FOL. 103*) 

Boethius and  Stapulensis” 
write [on] the how place the frets in 
a difficult but exact way.” I will 
explain it in the clearest words that 
I can. Divide the space between the 
bridge of the vihuela and the nut 
into four parts, and at the first point 
of the division, near the nut, place 
the fifth fret, on which a diatessaron 
is formed. Divide the space from 
the nut to the fifth fret into four 
parts, and go up three [more of these] 
parts from the said fifth fret toward 
the bridge, and where the point of 
those three falls, will be the tenth 
fret. There is another. diatessaron 
from the fifth fret to the tenth. 

Divide the space from the 
fifth fret to the nut in three parts, 
and place the compass on the said 
fifth fret; turn the compass] and 
where it reaches will be the seventh 
fret. To test if this seventh fret is 
correctly placed, take the said 
compass, without opening or 
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cuerdas hasta el dicho septimo, y si 
vinieren justos ocho tamafios: queda 
bien puesto. 

Buelva a dividir desde el septimo a 
la ceja en tres, y poniendo el compas 
en la dicha ceja: donde alcangare 
sera segundo traste. Para examinar si 
este segundo queda puntualmente 
puesto: tomad el dicho compas como 
esta, y medid desde el nascimiento 
de las cuerdas hasta el dicho segundo 
ocho tamaños: y si vinieren yguales, 
en su perfection esta. 

Dividase el spacio que ay desde el 
segundo al septimo en tres tamaños, 
y poniendo el compas en el dicho 
septimo: alcingara al nono. Para ver 
por demonstracion si queda bien 
puesto: hazed lo sebredicho de los 
ocho tamaños desde el traste hasta el 
nascimiento de la cuerda. 

El spacio que ay desde el segundo 
hasta el nono se divida en tres 
tamaños, y poniendo el compas en el 
segundo:  alcangara al quarto. 
Examinaldo si esta bien puesto: 
segun ya es dicho con ocho tamafios. 
Toda la mano queda puesta excepto 
el fa de bfatmi y de su octava en una 
parte, y en otra el mi: las quales 
bozes se han de poner en dos trastes, 
de quatro divisiones de tono que 
restan de poner. 

La vihuela que tiene diez trastes: 
tiene dos diatefiarones, y ha de tener 
quatro tonos. Luego- los quatro 
trastes que nos faltan por poner: son 
divisiones de tono, correspondientes 
a las teclas negras del monachordio. 
El primero y sexto y octavo forma 
mi: y el tercero fa. 

Para poner el traste tercero pone 


closing it, and divide from the 
bridge to the said seventh, and if 
there are exactly eight parts, it is 
well placed. 

Again divide from the seventh 
fret to the nut into three parts, and 
placing the compass on the said nut, 
where it reaches will be the second 
fret. To check if this second fret is 
precisely placed, take the said 
compass as it is, and measure eight 
parts from the bridge to the said 
second fret, and if they are the same, 
it is exact. 

Divide the space from the 
second fret to the seventh into three 
parts, and placing the compass on the 
said seventh fret, it will reach the 
ninth fret. To verify if it is well 
placed, do the abovementioned of 
the eight parts from the fret to the 
bridge. 

Divide the space from the 
second fret to the ninth into three 
parts, and placing the compass on the 
second fret, it will reach the fourth. 
Examine if it is well placed, as 
already explained with eight parts. 

The entire hand? has been 
done [now], except for the fa of b fa 
4 mi and its octave in one place, and 
in another the må these notes should 
be placed on two frets, of the four 
whole-tone divisions which are left 
to do. 

The vihuela that has ten frets, 
has two diatessarons, and must have 
four whole-tones. Thus, the four 
frets which are left to place, are 
divisions of the  whole-tone, 
corresponding to the black keys of 
the clavichord. The first, sixth and 
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Fabro una regla, y es la siguiente. 
Poned el compas en el quinto traste, 
y dividid el espacio, que ay desde el 
dicho quinto hasta el nascimiento 
de las cuerdas en ocho tamaños. 
Poned el un pie del compas en el 
sobredicho quinto traste, y donde 
alcangare con el otro: sera el tercero. 
Para formar el primero, sexto, y 
octavo, que son mi: es menester otra 
regla. El spacio que ay desde el 
nascimiento de las cuerdas hasta el 
quarto traste divida se en nueve 
tamaños, y donde allegaren los ocho: 
sera el traste sexto. Dividid desde el 
dicho sexto hasta el nascimiento de 
las cuerdas en nueve tamafios: y en el 
punto primero de la vivision poned 
el octavo. Dividase otra vez desde el 
sexto hasta el principio de las 
cuerdas en tres tamafios, y puesto el 
compas en el dicho sexto: donde 
alcangare sera traste primero. 

Si teniendo disposicion la vihuela 
de tener mas de doze trastes, y el 
tafiedor los quisiere poner: guarde 
la regla siguiente. Puestos los doze 
trastes, tome el compas, y divida en 
dos tamaños yguales el espacio que 
ay desde la ceja de la vihuela hasta el 
traste primero, y un tamaño destos 
dos formara semitono despues de los 
doze, y sera traste treze. Y si se 
dividiere la distancia desde la ceja 
al segundo traste en otros dos 
tamaños: el uno dellos formara tono 
despues de los dichos doze, y es traste 
quatorze. Y por este orden poodeys 
yr formando semitonos y tonos, y 
todas las otras consonancias. Assi 
puede el curioso tafiedor proceder 
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eighth frets form mi, and the third, 


fa. 


To place the third fret, 
Faber* provides a rule, which is the 
following: Place the compass on the 
fifth fret, and divide the space from 
the said fifth to the bridge into 
eight parts. Place the foot of the 
compass on the abovementioned 
fifth fret, and where the other foot 
reaches will be the third fret. 

To form the first, sixth, and 
eighth frets which are mi another 
rule is needed. Divide the space 
from the bridge to the fourth fret 
into nine parts, and the sixth fret 
will be at the eighth division. 
Divide from the said sixth fret to 
the bridge into nine parts, and at the 
first point of this division, place 
the eighth fret. Again divide from 
the sixth fret to the bridge into 
three parts, and placing the compass 
at the said sixth fret, where it 
reaches will be the first fret. 

If the vihuela is designed to 
have more than twelve frets, and the 
player wants to place them, observe 
the following rule. Having placed 
the twelve frets, take the compass and 
divide the space from the nut of the 
vihuela to the first fret into two 
equal parts, and one of these two 
parts will be the semitone after the 
twelfth fret, which will be fret 
thirteen. And if the distance from 
the nut to the second fret is divided 
into another two parts, one of them 
will form the whole-tone after the 
said twelve frets which is fret 
fourteen. And in this manner you 
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en infinito guardando en lad octavas 
su dupla proporcion, Corresponde 
pues el tamaño primero de semitono 
al tamaño terciodecimo, el segundo 
tamaño al quatorzeno, y afi de todos 
los otros trastes. No quise poner la 
manera de entrastar en tanta cuenta 
de arithmetica, como la vihuela Jo 
pedia, porque no se aprovecharan 
dello todos. El arte de entrastar es 
cierto y nuevo. Digo ser cierto, 
porque los musicos antiquissimos 
lo usaron, y ahora se ha 
experimentado. Digo ser nuevo, por 
el modo y estylo en que va puesto. Si 
en España alguno lo ha usado: yo no 
lo he visto, ni oydo. La principal 
causa porque en algunas vihuelas ay 
mala musica: es por los trastes. El 
que usare deste artificio deve hollar 
con dedo uniforme, que no lo 
acuecte a una parte, ni a otra. Si la 
vihuela que aveys de entrastar, y no 
tiene las cuerdas de quadrado, como 
las vihuelas de arco: poned una regla 
que pañee, o haga haz con. las 
cuerdas, por la qual tomeys el 
compas de los trastes: o. porque de 
otra manera no salen cabales los 
tamaños. No os contenteys de averlos 
puesto conforme a lo ya dicho, sino 
requerildos una vez y otra: por que 
entendays si los errastes. Pensado he, 
que si estos trastes fueften de azero, o 
se hiziefen de palo, o de guesso: que 
causarian mejor musica. Teniendo 
compas para ello bien se podian 
poner. Y si dezis aver cuerdas 
semitonadas, y que no forman tono 
en el compas que las otras cuerdas 
han menester: a las tales llamo yo 
malas: y de qualquier manera que 


can form semitones and whole- 
tones, and all the other intervals. 
'Thus the serious player can continue 
indefinitely, observing the double 
proportion at the octaves. The size 
of the first semitone, then, 
corresponds to the size of the 
thirteenth, the second size to the 
fourteenth, and so forth for all the 
other frets. I did not want to explain 
how to fret in such arithmetical 
calculations ás the vihuela required, 
because not everyone will benefit 
from it. 

This art of fretting is exact 
and new. I say it is exact because the 
musicians of old used it, and now it 
has been proven. I say new, because of 
the manner and style in which it is 
presented. If anyone has used it in 
Spain, I have not seen or heard of it. 
The main reason that there is bad 
music on some vihuelas is because of 
the frets. A person who uses this 
method should depress the strings 
uniformly with the finger, and not 
slant the finger one way or the other. 
If the vihuela to be fretted does not 
have level strings, like the bowed 
vihuelas, use an arched ruler, or 
[one] that ig flush with the strings, 
with which you will take the 
measurement of the frets, because 
otherwise the divisions will not be 
accurate. Do not be satisfied that you 
have placed them according to what 
was said [above], but examine them 
again and again so that you 
understand if you did them wrong. I 
have tome to think that if these frets 
were steel, or made of wood or bone, 
that they would produce better 
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fueren puestos los trastes: son 
indignas de la vihuela. Poniendo 
pues cuerdas buenas: es poßible lo 
que digo. Estoy persuadido, que 
siendo los trastes de azero, o de 
marfil causarian mefor musica. La 
humidad del traste, specialmente en 
tiempo humido causa gran 
imperfection en la Musica: de lo 
qual seria privilegiado lo que se 
tañeße con los sobredichos trastes, 


DE LA PERFECTION Y TEMPLE 
DESTA VIHUELA. 
CAP. LXXVIIJ 


Ahora queda la vihuela mas perfecta 
que el  monachordio. No tan 
solamente se pueden por ella 
perfectamente — tafíer los modos 
naturales; sino tambien los 
accidentales,. y mejor que en el 
organo. Puedese en esta vihuela tafier 
el modo primero por todos los 
signos: el quarto por hmi, Dsolre, 
Elami, Gsolreut, y alamire: sexto 
por Are, Cfaut, Dsolre, Ffaut, y 
Gsolreut: y el octavo por todos los 
signos. Assi que, quarto por Cfaut y 
por Ffaut, sexto por hmi y por 
Elami no se pueden tafier en esta 
vihuela con todo lo ya dicho. Como 
la dexamos es mas perfecta que el 
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music. With a compass, they could 
easily be placed. And if you say your 
strings are semitoned and do not 
form the whole-tone in the [same] 
ratio that is correct for the other 
strings, 1 say those are bad strings, 
and no matter how the frets may be 
placed, [these strings] are unworthy 
of the vihuela. [Only] if one uses 
good strings is what I say possible. I 
am convinced that if the frets were 
made of steel or ivory, they would 
produce better music. The moisture 
of the fret, especially in humid 
weather, causes many imperfections 
in the music, which if played on the 
abovementioned frets, would be 
improved. 


ON THE PERFECTION AND 
TEMPERAMENT OF THIS 
VIHUELA 
CHAPTER 78 (FOL. 103") 


Now the vihuela has been 
made more perfect than the 
clavichord. Not only can one play 
the natural modes on it perfectly, 
but the transposed [modes] as well, 
and better than on the organ. On this 
[new and exact”  seven-course] 
vihuela one can play the first mode 
on all of the notes;” the fourth 
[mode] can be played on à mi D sol 
re, E la mi, G sol re ut, and a la mi re; 
the sixth on A re, C fa ut, D sol re, E 


fa ut, and G sol re ut; and the eighth 


on all the notes. The fourth. mode 
on C fa ut and on F fa ut and the 
sixth mode on 4 mi and on E la mi 
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monachordio commun: porque 
primero por Ffaut, quarto por 
Gsolreut, y octavo por &mi no se 
pueden tafier en el monachordio, y 
en la vihuela si. Conviene 
perfectionarla del todo, y complir 
lo prometido. 

Lo dicho hasta ahora quede en su 
fuerga y vigor, y no se mude cosa 
alguna. Y pues tenemos compas para 
poner los trastes (segun que los 
antiquifimos tañedores usaron) no 
tengamos pesadumbre de complir lo 
que falta en la vihuela. Quando se 
pusieren los quatro trastes 
sobredichos, que son divisiones de 
tono: hazed unas rayas, o tragos con 
cartabon, o con regla de parte a 
parte: por que seran menester. Otras 
quatro avemos de formar contrarias 
de las sobredichas. Quiero dezir, si 
la raya del traste formava mi: 
haremos otra abaxo, que forme fa: y 
si formare fa, hazed otra arriba, que 
forme mi: para lo qual es menester 
dar reglas. 

El traste primero (que es la primera 
division) forma mi. Poned el 
compas en el traste tercero, y dividid 
la distancia que ay desde el dicho 
tercero hasta la puente en ocho 
tamaños: y poniendo el compas en el 
tercero, donde alcancare la buelta 
hareys una señal: la qual sera traste 
primero que forme fa. Quando 
quisierdes tafier quarto por Cfaut, 
Ffaut, o por Gsolreut: abaxareys el 
traste primero, que era mi, a la señal 
cercana donde formara fa. 

El traste tercero es la segunda 
division de tono: y es fa. Si fuesse 
menester hazerlo mi para tañer mas 


cannot be played on this vihuela 
according to all that has been 
explained. As we have [arranged] it, 
[the vihuela] is more perfect than 
the common clavichord because the 
clavichord cannot play the first 
[mode] on F fa ut, the fourth on G 
sol re ut, or eighth on 4 mi, and the 
vihuela can. It should be perfected 
in every way in order to fulfill 
what has been promised. 

What has been said up until 
now [about fret placement] should 
be left intact and absolutely nothing 
should be moved. And since we have 
a compass [with which] to place the 
frets (like the one the players of old 
used), let us not hesitate to finish 
what is still to be done on the 
vihuela. When you place the 
abovementioned four frets which 
are divisions of the whole-tone, 
make some strokes or lines with a 
carpenter's square or ruler from one 
part to the other, because they will 
be needed. Now we will make 
another four [lines] in addition to 
the ones mentioned above. If the 
line of the fret formed mi we will 
make another one below it which 
forms fa; and if it forms fa, make 
another above it that forms mi, For 
this it is necessary to give rules. 

The first fret, which is the 
first division [of the whole-tone], 
forms mi. Place the compass on the 
third fret and divide the distance 
from the said fret to the bridge into 
eight parts, and, placing the compass 
on the third fret, wherever the other 
side [of the compass] reaches, make a 
mark, which will be the first fret'% 
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complidamente un octavo por imi: 
tened hecha su sefial. Dividase el 
intervalo que ay desde el traste 
primero, que forma mi, hasta el 
nascimiento de las cuerdas en nueve 
tamaños, y poniendo el compas en el 
sobredicho traste, donde alcangare 
sera la señal del dicho mi, traste 
tercero. 

El sexto traste es la tercera division, 
y forma mi. Para hazer una señal 
abaxo del, que forme fa, para 
quando fuere menester: dividid el 
intervalo que ay desde el . traste 
primero, que es fa, hasta el 
nascimiento de las cuerdas en quatro 
partes yguales y poniendo el compas 
en el dicho traste primero, donde 
alcangare hareys una señal: la qual 
formara fa. 

El octavo traste es la quarta division: 
y formara mi. Para hazer una señal 
abaxo del, que pueda formar el fa: se 
divida el espacio que ay desde el 
traste tercero, traste que era fa, hasta 
el nascimiento de las cuerdas en 
otras quatro partes, y poniendo el 
compas en el dicho tercero donde 
alcangare hareys la señal para el fa 
traste octavo. 

Estos quatro trastes que ahora he 
puesto son contrarios a los quatro 
que antes aviamos puesto. Digo, que 
el traste primero que al principio se 
puso, fue mi: y el primero que ahora 
se. pone, es fa. El tercero que 
primero se puso, es fa: y el tercero 
que ahora ponemos, es mi. El sexto 
que primero se puso, fue mi: y el 
sexto de ahora es fa. El octavo puesto 
primero fue mi: y el octavo de ahora 
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in the fa position. When you want to 
play the fourth mode on C fa ur, F 


fa ut or on G sol re ut, lower the 


first fret, which was mi to the 
neighboring mark, where it will 
form fa. 

The third fret is the second 
whole-tone division, and it is fa. If 
it is necessary to make it mi, in order 
to play more precisely the eighth 
[mode] on 4 mí have your mark 
drawn. Divide the distance from the 
first fret, which forms mí to the 
bridge into nine parts, and, placing 
the compass on the abovementioned 
fret, wherever it reaches will be the 
mark of the said mi, third fret. 

The sixth fret is the third 
division, and it forms mi In order 
to draw a line below it which forms 


fa for whenever it may be necessary, 


divide the distance from the first 
fret, which is fz, to the bridge into 
four equal parts and, placing the 
compass on the said first fret, 
wherever it reaches you will make a 
mark, which will form /z. 

The eighth fret is the fourth 
division and it will form mi To 
make a mark below it so that it can 
form the fa, the space from the third 
fret, which was fa, to the bridge is 
divided in another four parts and, 
placing the compass on the said 
third fret, wherever it reaches, you 
will make the mark for the fa, 
eighth fret. 

These four frets which. 1 now 
have placed, are different from the 
four which we placed before. 1 
mean that the first fret placed at the 
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es fa. Los unos seran menester para 
unos modos, y los otros para otros 
modos: segun de lo dicho se puede 
colegir, y en el capitulo siguiente se 
vera mas claro. 

Todos los sobredichos trastes, y los 
que despues dire: se han de poner que 
pañen y esten yguales con el trago. 
Quiero dezir, que dadas las dos 
bueltas del traste, descubra la señal, 
o trago del compas a la parte de la 
puente, y sea tan mala ves que apenas 
se vea: lo qual se haga con compas 
pequeño, y de puntas subtiles. Tengo 
esta nueva vihuela por cosa muy 
prima, cierta, perfecta, copiosa, y 
para la mano yzquierda descansada. 
Los dos examinadores deste libro en 
granada la provaron, y cognoscieron 
en ella los primores ya sumados, y 
otros muchos que por razon de 
brevedad no declaro. 

Pues no se pueden explicar los 
primores desta vihuela en breve 
tiempo. Uno dellos (y no el mas 
insimo) es la facilidad que en 
templarse tiene. El temple desta 
vihuela es conforme a las siepte 
deduciones del canto. Templada la 
quara con ella templareys la 
septima y la prima todas en vazio. 
La prima esta una octava arriba de la 
quarta, como esta gsolreut agudo de 
Gsolreut grave: y la septima otra 
octava abaxo, como esta gamaut de 
Gsolreut. Hollada la quarta en el 
quinto traste, que es csolfaut, 
templareys la sexta una octava abaxo, 
que es Cfaut, y viene la tercera 
unisonus con el sobredicho quinto 
dela quarta. Hollada la tercera en 
el quinto, que es ffaut agudo, 


beginning was mi, and the first one 
placed now is fz The third fret 
which was placed before is fz, and 
the third fret that we are placing 
now is mi The sixth fret that was 
placed first was mi, and the sixth 
now is fz. The eighth fret placed 
first was mi and the eighth now is 


fa. One will be necessary for some 


modes, and the other for other 
modes, which can be determined 
from what has been said [above]. 
This will be seen more clearly in 
the next chapter. 

All of the frets mentioned 
above, and all the ones I will discuss 
afterward should cover and should 
be even with the mark. By this I 
mean that, given the two positions 
of the frets, look for the mark or 
line of the compass on the side of 
the bridge, and it should be so slight 
that it can barely be seen, which is 
done with a small compass with a 
very sharp point. I consider this new 
vihuela something very exquisite, 
exact, perfect, rich and easy for the 
left hand. The two people who 
examined this book in Granada 
tried it" and saw in it all of the 
qualities already enumerated, and 
many others which, for reasons of 
brevity I will not recount. 

All the virtues of this vihuela 
cannot be explained briefly. One of 
them (and not the most important 
one) is the ease with which it is 
tuned. The tuning of this vihuela is 
consistent with the seven hexachords 
of chant. [Begin by] tuning the 
fourth string to itself, [then] you 
will tune both the open seventh and 
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templareys la quinta en vazio octava 
abaxo, y la segunda unisonus. De 
manera que con una cuerda 
templamos dos. 

En esta vihuela (segun tenemos por 
experiencia) anda la mano 
yzquierda muy recogida, da muchos 
golpes en vazio, y hallanse las 
consonancias a manojos. Entendido 
tengo, que esta era materia de mayor 
tractado. Para los que de ella se han 
de aprovechar: lo dicho con buen 
estudio basta. 

La demonstracion de esta vihuela es 
la siguiece [sic]. Va pintada para 
tenerla delante quando cifreys: en la 
qual cognoscereys el gamaut, y las 
divisiones de tono que usa el 
monachordio. Tomad el compas, y 
experimentad en esta demonstracion 
todo lo dicho: y conforme a ello 
podeys hazer instrumentos. Buelvo a 
dezir, que entre hombres doctos y 
curiosos en esta profeftion es tenida 
en mucho la dicha vihuela. 
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first strings to it. The first string is 
an octave above the fourth, as high g 
sol re utis from low G sol re ut, the 
seventh an octave below as is gamut 
from G sol re ut. If the fourth string 
is stopped at the fifth fret which is c 
sol fa ut, you can tune the sixth 
string an octave below, which is C 


fa ut and the third string is in 


unison with the abovementioned 
fifth fret of the fourth string. If the 
third string is stopped at the fifth 
fret, which is high f fa uh you can 
tune the open fifth string an octave 
below, and the second string [in] 
unison. Thus, with one string we 
tune two [others]. 

On this vihuela (as we know 
from experience) the left hand is 
very closed, ” many [notes can be 
played] on open strings and 
consonances are plentiful. I realize 
that this [vihuela] is a subject to be 
dealt with at length. For those who 
want to use it, what has been said, 
with careful study, will be enough. 

The following is an example 
of this vihuela. It is drawn so that 
you can have it in front of you when 
you intabulate, by which you will 
know the gamut and the whole-tone 
divisions which the monochord 
uses, Take [your] compass and on 
this example try everything that has 
been discussed, and with that you 
will be able. to make instruments. 
Again, I say that among learned and 
serious men in this profession, this 
vihuela is highly esteemed. 
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DEMONSTRACION DE LA 
VIHUELA DE SIETE ORDENES 


EXAMPLE OF THE SEVEN- 
COURSE VIHUELA 


Demoftracio dela vihuela de fiete ordenes 


SI TIENE ALGUNA FALTA ESTA 
VIHUELA COMMUN 
CAPI. LXXJX 


Ya que avemos tractado la perfection 
de la vihuela de siepte ordenes: es 
bien que veamos si la dicha vihuela 
tiene alguna imperfection. Lo que 
los otros pueden poner por falta: yo 
lo quiero descubrir, y entenderan 
todos: lo que parece falta, ser gran 
perfection. Parece tener esta vihuela 
en el traste tercero dos faltas de 
puntos sustentados que no los tiene. 
Una es en la quinta: y otra en la 
segunda. En el octavo traste parecen 
tres faltas. Este traste avia de ser fa 
para la septima, quarta, y prima: y 
esta hecho mi para todas las cuerdas. 
Pues vihuela que tiene cinco faltas: 
no deve ser alabada de perfecta. 
Qualquier musico que de proposito 


IF THIS COMMON VIHUELA HAS 
A FAULT 
CHAPTER 79 (FOL. 104) 


Now that we have dealt with 
the perfection of the seven-course 
vihuela, it is good to see if that 
vihuela has a fault. What others can 
consider a fault, I wish to examine 
so that everyone will understand that 
what seemed like a fault is [really] a 
great perfection. It seems this 
vihuela has two faults on the third 
fret where the raised notes are 
missing. One is on the fifth string, 
and the other on the second. On the 
eighth fret there seem to be three 
faults. This fret should be fa for the 
seventh, fourth and first strings, but 
it is [made] mi for all of the strings. 
Thus, a vihuela that has five faults 
should not be praised as perfect. Any 
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mirare en los sobredichos dos 
lugares sefialados: vera, que avian de 
ser puntos sustentados, que formafen 
mi: y forman fa, y en los tres se avia 
de formar fa: y forman mi. A todo 
aquel que audiencia me diere, 
monstrare los sobredichos lugares 
no ser faltas: sino perfection y muy 
grande desta vihuela. Presupongo 
como cosa cierta, que la tecla negra 
de entre Gsolreut y alamire 
antigumente [sic] era fa y ahora sirve 
de mi. Entendereys aver sido fa: 
porque las artezicas de canto llano 
sefialan alli la quinta conjuncta por 
señal de bmol. El estilo que en este 
caso tienen los cantores: es, que si la 
conjuncta, o division de tono 
señalan de bquadrado, es mi la boz 
que señalan: y si dizen ser de bmol, 
denotan ser fa. Pues que esta quinta 
conjuncta señalan de bmol: luego la 
tal division es fa. Andrea 
Ornitoparche [sic] en el libro 
primero de su practica en el 
capitulo octavo, tractando del 
monachordio de una cuerda: ponela 
sobre dicha tecla negra por señal de 
bmol. Y por todas las reglas 
generales que hablan de la division 
de tono: devia ser fa. Ahora la 
tenemos en el monachordio 
commun hecha mi. Avia neceffidad 
de ser fa para todos los modos, que se 
abaxan un tono de su final natural. 
Primero por Cfaut, quarto por 
Dsolre, sexto por la tecla negra de 
entre Dsolre y Elami, y octavo por 
Ffaut algunas ^ vezes tenian 
necessidad deste fa: y para otros 
modos accidentales era menester, 
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musician who looks with attention 
at the two specified places on these 
frets will see that they should be 
raised notes that form mi but they 
form fa instead; however, on three 
of [the strings], they should form fa 
but form mi. I will show whoever 
will grant me audience that the 
places mentioned above are not 
faults, but a very great perfection of 
this vihuela. I take as a fact that the 
black key between G sol re ut and a 
la mi re formerly was fa, but now 
functions as mi. You will know that 
it [was] fa because the rules of 
plainchant indicate the fifth 
conjuncta ? chere with a flat sign. * 
The practice of singers in this is 
that if the conjunct or division of 
the whole-tone is indicated with a 
natural sign, the note indicated is 
mi, and if it is [indicated as] flat, 
this mean that it [should] be fz. 
Since [the rules of plainchant] 
indicate this fifth conjunct with a 
flat, then that division is fa. Andreas 
Ornithoparchus, in Book I of his 
Practica,” in the eighth chapter 
which deals with the monochord, 
indicates [the conjunct] above the 
said black key as fa. And according 
to all the general rules on the 
division of the whole-tone, it 
should be fz. Nowadays, on the 
clavichord we make it mí. Formerly 
it needed to be fa for all of the 
modes which went one note below 
their natural final. The first mode 
on C fa ut, the fourth on D sol re, 
sixth on the black key between D sol 
re and E la mi, and the eighth [mode] 
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que es accidental a todos ellos: el 
qual corresponde al fa de bfatmi en 
los modos naturales. Para las 
clausulas de alamire ay necefidad, 
que sea mi. De forma, que la dicha 
tecla negra unas vezes ay necessidad 
de ser fa: y otras de ser mi. Por esto 
en algunos  monachordios de 
Flandes viene la dicha tecla de 
manera, que forme fa y mi. Tienese 
por primor y perfection esto en los 
tales — monachordios. Es — la 
conclusion de lo sobre dicho ser 
perfecto el instrumento, que en el 
lugar ya dicho tuviere fa y mi. El 
monachordio tiene necessidad de la 
tecla negra de entre Dsolre y Elami 
fa como esta para todos los modos 
que se abaxaren un tono de su final. 
Tambien avia necessidad que fuesse 
mi para un modo octavo por 4mi, en 
que formafie el mi, y para un 
primero y octavo por Elami para 
hazer clausula de sustentado. Cierto 
es, si diefemos instrumento que en 
el dicho lugar formafie fa y mi: 
seria perfectissimo. Si lo uno y lo 
otro damos en la vihuela de siepte 
ordenes: quedara concluydo ser 
perfecta, 

Tractemos primero las faltas que 
parecian en el traste tercero. En la 
cuerda quinta y en la segunda en el 
tercero traste dixe ser fa, y avia de ser 
mi para corresponder al organo. 
Este no es deffecto: sino gran 
perfection. Porque queda la 
division de tono de entre Gsolreut y 
alamire en una parte hecha fa, para 
quando sea menester: y en otra mi. 
Ambas bozes son menester para la 
perfection de los instrumentos. En 


on F fa utsometimes needed this fa; 
and it was necessary for other 
transposed modes, where it is an 
accidental in all of them, 
corresponding to the fa of b fa 4 mi 
in the natural modes.’ For the 
cadences on a la mi re, it needs to be 
mi. Thus, the said black key 
sometimes needs to be fa, and other 
times mí. For this reason, some of 
the Flemish clavichords have the 
said key so that it forms [both] fz 
and mi. This is an excellent quality 
and perfection of those clavichords. 
It is the conclusion of the above 
discussion, that the instrument 
which has [both] fa and mi in that 
place is perfect. The clavichord 
needs the black key between D sol re 
and E la mito be fa, asit is in all of 
the modes that go a tone below their 
final. It also needs it to be mi for an 
eighth mode on 4 mi, where it would 
form mi, and for a first and eighth 
modes on E la miin order to play a 
raised [leading-tone] cadence. lt is 
true, that if we could make an 
instrument that could form [both] 


fa and mi here, it would be most 


perfect. If we could give both notes 
on the seven-course vihuela, one 
would conclude that it is perfect. 
Let us deal first with the 
seeming faults on the third fret. I 
said that the third fret on the fifth 
and second strings is fa, but should 


‘be mi in order to agree with the 


organ. This is not a defect, but a 
great perfection, because the 
division of the whole-tone between 
G sol re utand a la mi reis fa in one 
place for when it is needed, and in 
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el sobredicho traste tercero esta 
hecha fa: y en el octavo en la sexta y 
en la tercera estan mi, y afimesmo 
en la quarta y en la prima en el traste 
primero forma mi. Pues no basta 
dar dos unisonus del sustentado de 
Gsolreut: como lo damos en esta 
vihuela? El organo tiene solo un 
punto sustentado de Gsolreut, y lo 
teneys por perfecto: de mayor 
perfection es mi vihuela: pues yo le 
doy dos unisonus. Para hazer los 
puntos sustentados de las clausulas 
son los lugares señalados, conviene a 
saber en el octavo en la sexta, y en el 
primero en la quarta: y en el octavo 
en la tercera, y en el primero de la 
prima: los quales forman mi. Para 
tañer un modo primero por Ffaut, 
un quarto por Gsolreut, el que ahora 
llaman sexto por la tecla negra de 
entre Dsolre y Elami, y para otros 
accidentales que tenian neceflidad 
del fa entre gsolreut y alamire: lo 
puse en el traste tercero en la quinta, 
y en la segunda. 

Diximos lo segundo, que parecia 
faltar en el octavo traste tres faes, en 
la septima, quarta, y prima. Este 
traste esta mi: y no se pueden en el 
formar el fa de Elami, el de su 
octava, y quinzena. El fa que 
dezimos faltar en la septima en el 
octavo, lo tiene en la sexta en el 
tercero: y el fa de elami agudo lo 
tiene la quinta en el decimo, y la 
tercera en el tercero: y el fa de ela en 
la prima tiene la segunda en el 
decimo. Quedan los tres lugares 
señalados en el traste octavo hechos 
mi: para tañer un modo octavo por 
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another [place] mi!” Both notes are 
necessary for instruments to be 
[truly] perfect. On the 
abovementioned third fret, [the 
note] is [made] fa, and on the eighth 
fret of the sixth and the third 
strings, they are mz likewise, the 
first fret of the fourth and first 
strings forms mi. Is it not enough 
then to have two unisons'? for the 
altered note above G sol re uf The 
organ has only one altered note 
[above] G sol re ut, and you say it is 
perfect; my vihuela is more perfect 
since I give it two unisons. To play 
the first mode on E fa ut, a fourth 
[mode] on G sel re ut, the mode that 
is now called the sixth mode on the 
black key between D sol re and E la 
mi, and for other accidental modes 
which need a fa between g sol re ut 
and a la mi re, I placed [this fa] on 
the third fret on the fifth and second 
strings. 

We said that there was a second 
fault: that the eighth fret seemed to 
be missing three fa's on the seventh, 
fourth and first strings, This fret [is 
placed as] mi, and cannot form the fa 
of E la mi nor its octave or fifteenth. 
The fa that we say is missing on the 
seventh string, eighth fret, is [found] 
on the sixth string, third fret; and 
the fz of high e la mi is on the fifth 
string, tenth fret, and the third 
string, third fret; and the fa of e la 
[missing] from the first string is 
[found] on the second string, tenth 
fret. These three specified places are 
mi on the eighth fret so that a first 
and eighth mode on E la mi will 
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tmi, y tenga donde forme el mi: para 
un primero y octavo por Elami, y 
tengan donde formen el punto 
sustentado de la clausula. Damos, 
que se puedan tafier mas modos en 
esta vihuela, que en el monachordio 
poniendo una division de tono en 
una parte fa, y en otra que sea mi: 
luego mas perfecta es esta vihuela 
que el monachordio. Otra mayor 
perfection damos en esta vihuela, 
que todo lo ya dicho: y es saber poner 
los trastes por compas. Si las 
divisiones de los tonos de su cosecha 
pueden ser fa y mi, porque son 
semitonos mobiles, y do compas 
para ello: luego esto es lo perfecto. 
Quando fuere menester uno de los 
quatro trastes sefialados hazerlo fa, 
siendo el mi: o hazerlo mi, siendo 
fa: compas teneys hazeldo. Los trastes 
que en esta vihuela puse: fue 
imitando con mayor perfection al 
monachordio: pero no ato las manos 
a los tañedores y af$i les doy compas: 
el qual hasta oy en España no se ha 
visto. 


PARA PERFECTIONAR LA 
VIHUELA COMMUN 
CA. LXXX. 


la vihuela que hasta ahora he 
tractado: es perfectissima, 
facilissima, y tan presto pueden en 
ella poner sabiendo el arte de cifrar: 
como en la commun. Podeys pues 
cifrando primero, poner en ella, y 
facilitaros, como lo estays en la 
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have the raised [leading tone] of the 
cadence. We have shown that more 
modes can be played on this vihuela 
than on the clavichord by making 
the division of the whole-tone fa in 
one place while in another place it 
is mi Thus this vihuela is more 
perfect than the clavichord. There is 
yet another greater perfection on 
this vihuela, better than everything 
that has been said before, which is to 
be able to place the frets by 
calculation. If the division of the 
whole-tone can be [both] fa and mi, 
because the semitones are moveable, 
and I have given the calculations [by 
which to place them], then this is 
what is perfect. Whenever it is 
necessary to make one of the four 
indicated frets fa when it is mí or 
make it mi when it is fa, you have 
the calculations [with which] to do 
it. The frets which I have placed on 
this vihuela were done imitating 
the monochord with greater 
perfection; but I do not tie the 
players’ hands and thus I give them 
calculations which until now have 
not been used in Spain. 


TO PERFECT THE COMMON 
VIHUELA 
CHAPTER 80 (FOL. 105) 


The vihuela which I have 
discussed up until now is very 
perfect, easy to play, and one can 
intabulate for it, if one knows the 
art of intabulation, as quickly as for 
the common vihuela. You could, 
then, intabulating first, play 
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commun: y sera mas perfecta la 
Musica. Tengo para mi, que esta 
vihuela fue la que usaron los 
grandes musicos, y parecio a los 
modernos que eran demasiadas dos 
consonancias de un tono, que son de 
ffaut a Gsolreut graves y agudos, y 
que se podian pafar con seys ordenes 
de cuerdas, poniendo las cuerdas que 
estaban en segunda en una tercera. 
Aßi que todas las cuerdas se 
quedaron en diatefiaron como estan 
las deduciones: excepto la quarta con 
la tercera que venia segunda, y por 
granjear una cuerda: la pusieron en 
tercera mayor, que es dos tonos. De 
forma, que los dos tonos que 
formavan en quatro cuerdas: ahora 
los forman dos. Se, que ay hombres 
amancebados con lo que 
deprendieron en su puericia, y que 
de covardes no quieren pafar 
adelante. Para los tales soy 
compelido a buscar modo puesto en 
cuenta de Arithmetica: con el qual 
sea perfectionada la vihuela. Las 
vihuelas superiores puse sin cuenta 
de Arithmetica por que hablava para 
todos: y en este para los sabios y 
desseosos de aprovechar. Tractare de 
todas las vihuelas que alli puse y 
veremos la differencia que entre si 
tienen en los trastes. Trastes ay que 
haziendo la sexta gamaut, no viene 
con hazerla tmi, o uno de otros 
signos. Es menester saber que trastes 
estaran fixos, y quales se deven 
mudar, y que tantos. Si atencion y 
estudio ponen en este capitulo: 
grande provecho sacaran, 

Siepte vihuelas puse, que son desde 
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[transcribed] works for [this 
vihuela], and become as practiced as 
you are on the common vihuela, and 
the music would be more perfect, 1 
believe that this vihuela was the one 
used by the great musicians; 
[however] it seemed to modern 
people that two intervals of a 
whole-tone, [the ones which occur 
between] low and high f fa utand G 
sol re ut, were too many, and that six 
courses of strings would be enough 
if they tuned the strings which were 
second apart to a third. Thus all the 
strings ended up being at a fourth 
like the hexachords, except that 
from the fourth string to the third 
was a second, and [in order] to 
eliminate? one string, they tuned 
it to a major third, which is two 
whole-tones. Thus, the two whole- 
tones that were formed on four 
strings are now formed on two. I 
Know that there are men who are 
slaves to what they learned in their 
youth [and] who, because of 
cowardice, do not want to move 
ahead. For them, I am obliged to 
search for a method, explained in 
arithmetical calculations, with 
which the vihuela will be perfected. 
I explained the above vihuelas 
without arithmetical calculations 
because I was speaking to everyone. 
In this [chapter] [I speak] to the 
knowledgeable and those willing to 
learn. I will discuss all of the 
vihuelas that 1 explained above, and 
we will see the difference between 
them regarding the frets. If the sixth 
string is tuned to gamut, there are 
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gamaut hasta ffaut. Todas estas 
siepte vihuelas podemos poner en 
tres differencias. La vihuela de 
gamaut, de Cfaut, y de ffaut se 
parecen mucho: porque todas tres 
tienen una manera de proceder, 
conviene a saber que son los 
diatefiarones de la tercera specie. 
Primero forman dos tonos y luego 
un semitono en ambos disteftarones. 
La differencia que ay en todas tres 
vihuelas: al poner de los trastes se 
vera. La vihuela de Are y la de 
Dsolre se parescen muchos y la de 
tmi y la de Elami son semejantes. 

Para poner los trastes en la. vihuela 
de gamaut: se guarde el orden 
siguiente. Divida se en quatro partes 
toda la cuerda (segun otras vezes es 
dicho) y en el primero punto de la 
division pongan el quinto traste: el 
qual en la sexta sera Cfaut, en la 
quinta Ffaut, en la quarta el fa de 
bfatmi, en la tercera dlasolre, en la 
segunda gsolreut agudo, y en la 
prima csolfa. Divida se en quatro 
tamafios el spacio que ay desde la 
ceja de la vihuela hasta el dicho 
quinto traste: y poniendo el compas 
en este traste den tres tamaños, y 
donde alcangaren sera el decimo 
traste. Este traste sera en la sexta 
Ffaut, en la quinta el fa de bfakmi, 
en la quarta el fa de elami, en la 
tercera gsolreut agudo en la segunda 
csolfa, y en la prima ffaut. Dividid 
el espacio desde la ceja al quinto 
traste en tres tamafios y poniendo el 
compas en el quinto traste: donde 
alcangare es septimo: el qual en la 
sexta es Dsolre, en la quinta 
Gsolreut, en la quarta csolfaut, en la 


frets which cannot be played if it 
[the string] is tuned to 4 mí, or one of 
the other notes. One must know 
which frets will be fixed and which 
should be moved, and how much. 1f 
you give this chapter attention and 
study, you will benefit from it 
greatly. 

I explained seven vihuelas, 
from gamut to f fa ut. We can divide 
all seven of these vihuelas into three 
types. The vihuela in gamut, in C fa 
ut, and in f fa ut are very much alike 
because all three have the same 
sequence of intervals which, one 
should know, are the diatessarons of 
the third species." On both 
diatessarons, they first form two 
whole-tones and then one semitone. 
The difference between [these] three 
vihuelas will be seen when we deal 
with the frets. The vihuela in A re 
and the one in D sol re are very 
similar, and the one in 4 mi and the 
one in E /a mi are similar. 

To fret the vihuela in gamut, 
proceed as follows. Divide the 
entire string in four parts (as 1 have 
said elsewhere) and on the first 
point of the division, place the fifth 
fret, which, on the sixth string will 
be C fa ut on the fifth F fa ut on 
the fourth the fa of b fa 4 mi, on the 
third d la sol re, on the second high g 
sol re ut, and on the first c sol fa. 
Divide the space between the nut of 
the vihuela to the said fifth fret into 
four parts, and, placing the compas 
on this fret, do three parts, and 
where [the compass] reaches will be 
the tenth fret. This fret will be F fa 
ut on the sixth string, on the fifth 
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tercera elami, en la segunda 
alamire, y en la prima dlasol. 
Dividid el spacio que ay desde la 
ceja hasta el septimo traste en tres 
tamafios, y poniendo el compas en la 
ceja, donde alcangare sera el segundo 
traste: el qual en la sexta sera Are, en 
la quinta Dsolre, en la quarta 
Gsolreut, en la tercera el mi de 
bfaimi, en la segunda elami, y en la 
prima alamire. Dividase el spacio 
que ay desde el segundo traste hasta 
el septimo en tres: y poniendo el 
compas en el dicho septimo, donde 
alcangare sera el nono: el qual sera 
en la sexta Elami, en la quinta 
alamire, en la quarta dlasolre, en la 
tercera no tiene signo, en la segunda 
el mi de bfatmi, y en la prima ela. 
Dividid el spacio que ay desde el 
segundo traste hasta el nono en tres 
tamaños: y poniendo el compas en el 
dicho segundo, donde alcangare sera 
el quarto: el qual en la sexta es tmi, 
en la quinta Elami, en la quarta 
alamire, en la tercera el sustentado 
de csolfaut, en la segunda el de ffaut, 
y en la prima el mi de bfa&mi. Para 
ver si estos trastes quedan bien 
puestos: hazed lo siguiente. Tomad 
en el compas el spacio que ay desde 
la ceja hasta el segundo traste y ha de 
aber nueve tamaños desde el 
nascimiento de las cuerdas hasta la 
dicha ceja. Lo mesmo hareys desde el 
quarto el segundo y desde el septimo 
al quinto y desde el nono al septimo. 
Estos seys trastes quasi en todas las 
vihuelas estan fixos. 

Quedan ahora por poner las quatro 
divisiones de los tonos: que son 
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the fa of b fa! mi, on the fourth the 


fa of e la mi, on the third high g sol 


re ut, on the second c sol fa, and on 
the first f fa ut Divide the space 
from the nut to the fifth fret into 
three parts, and placing the compass 
on the fifth fret, wherever it reaches 
is the seventh fret, which on the 
sixth string is D sol re on the fifth 
G sol re ut, on the fourth c sol fa ut, 
on the third e la mi, on the second a 
la mi re, and on the first d da sol. 
Divide the space from the nut to the 
seventh fret into three parts, and 
placing the compass on the nut, 
wherever it reaches will be the 
second fret, which on the sixth 
string will be A re, on the fifth. D 
sol re, on the fourth G sol re ut, on 
the third the mí de b fa 4 mi, on the 
second e la mi, and on the first a la 
mi re. Divide the space from the 
second fret to the seventh into three 
parts, and placing the compass on the 
said seventh fret, wherever it reaches 
will be the ninth fret, which on the 
sixth string will be E la mi, on the 
fifth a la mi re, on the fourth d la sol 
re, on the third there is no note,” 
on the second the miofb fa 4 mi, and 
on the first e la. Divide the space 
from the second fret to the ninth 
into three parts, and placing the 
compass on the said second fret, 
wherever it reaches will be fourth 
fret, which on the sixth string is ln, 
on the fifth E la mi, on the fourth a 
la mi re, on the third the raised note 
of c sol fa ut, on the second the sharp 
off fa ut, and on the first the raised 
note of b fa4 mi. To see if these frets 
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primero, tercero, sexto y octavo 
trastes. El traste primero es mi, y 
sera sustentado de los quatro signos 
que estan en el segundo: y el tercero 
es fa de los cinco signos que estan en 
el segundo. El sexto es mi, y sirve de 
sustentado para los cinco signos que 
estan en el septimo traste. El octavo 
avia de ser fa por la cuenta del 
monachordio, y porque ay 
neceffidad que sea mi para ciertos 
sustentados que en esta vihuela 
faltan, y en otros trastes hallaran los 
faes, que el avia de formar: me 
parecio ponerlo mi. El modo de 
sacar estos trastes es el siguiente. 
Tomad en un compas desde la ceja 
hasta el segundo traste, y oned el 
dicho compas en el nono, y donde 
alcangare sera el sexto. Para requerir 
si este sexto esta bueno tomad el 
compas desde el sexto al quarto, y si 
hay nueve tamaños desde el 
nascimiento de las cuerdas hasta el 
dicho quarto: bueno esta el sexto. 

El spacio que ay desde este sexto 
hasta el nascimiento de las cuerdas se 
divida en nueve, y donde vinieren 
los ocho tamaños: poned el octavo 
traste: el qual queda por noceftidad 
(como dicho he) mi. Repartid en 
tres tamaños el spacio que ay desde el 
nascimiento de las cuerdas hasta el 
traste sexto y donde alcangare con el 
quarto tamaño: sera el traste 
primero. Repartid el spacio que ay 
desde el nascimiento de las cuerdas 
basta el traste quinto en ocho 
tamafios, y bolviendo el compas: 
donde alcangare sera el traste 
tercero: el qual formara fa. Las 
faltas que la vihuela de gamaut tiene 


are well placed, do the following. 
With the compass, measure the space 
from the nut to the second fret and 
there should be nine [of these parts] 
from the bridge to the said nut. You 
will do the same thing from the 
fourth fret to the second and from 
the seventh to the fifth and from the 
ninth to the seventh. These six frets, 
in nearly all vihuelas, are fixed. 

Now we still have to place the 
four divisions of the whole-tone, 
which are the first, third, sixth, and 
eighth frets. The first fret is mz, and 
will be the [leading tone to] the 
four notes on the second fret: and the 
third fret is the fz of the five notes 
that are on the second fret. The sixth 
fret is mi and serves as [a leading 
tone] for the five notes that are on 
the seventh fret. The eighth fret 
should be fz according to the 
calculation. of the monochord, but 
since it needs to be mi for certain 
raised notes that are lacking on this 
vihuela, and since on other frets you 
will find the fs that the fret 
should [provide], it seemed right to 
me to make it mí The method for 
calulating these frets is as follows. 
With a compass, measure from the 
nut to the second fret, and place the 
said compass on the ninth fret, and 
wherever it reaches will be the sixth 
fret. To check if this sixth fret is 
good, take the measurement from 
the sixth to the fourth fret, and if 
there are nine parts from the bridge 
to the said fourth fret, the sixth fret 
is good. 

Divide the distance from this 
sixth fret to the bridge into nine, 
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son: El octavo traste abia de ser fa 
del septimo que es Dsolre en la 
sexta, y queda hecho mi. Este fa lo 
halareys [sic] en la quinta en el 
tercero traste. El tercero traste en la 
quarta avia de ser mi para el 
sustentado de Gsolreut, y es fa por 
cumplir otras necessidades. Este 
sustentado quando fuere menester se 
hallara en la quinta en el octavo. En 
el traste primero en la tercera falta 
el fa de bfakmi: hallarse ha en la 
quarta en el quinto. En el octavo de 
la tercera le falta el fa de Ffaut: 
pero tienelo la segunda en el 
tercero. El primero traste en la 
segunda queda hecho mi, y avia de 
ser el fa de elami. Quien deste fa 
tuviere neceffidad, no lo hallara en 
toda la vihuela como avemos puesto 
los trastes: sino fuere en el decimo 
de la quarta. Si en este decimo traste 
no pudiere formar el dicho fa, 
porque esta occupada la quarta, o 
porque ay otro impedimento: 
formarlo ha en el sexto en la tercera, 
o en el primero de la segunda: con 
tal condicion que huelle muy atras 
del traste y floxo: para que de mi 
venga a ser fa. El como en esta 
vihuela de gamaut quedan puestos 
los trastes es fundamento para todas 
las vihuelas, y por consiguiente 
sirven para la de Cfaut. Mudadas 
solamente las letras, faltarle han en 
el traste tercero dos sustentados: en la 
quinta el de Gsolreut, y en la quarta 
el de csolfaut. Hallarse han en el 
octavo en la sexta y quinta. Falta mas 
en la tercera en el primero el fa de 
elami: hallarse ha en la quarta en el 
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and wherever the eighth part falls, 
place the eighth fret, which will 
necessarily (as I have said) be mi 
Divide the space between the bridge 
and the sixth fret into three parts 
and where a fourth part [toward the 
nut] falls will be the first fret. 
Divide the distance from the bridge 
to the fifth fret into eight parts, and 
turning the compass, wherever it 
reaches will be the third fret which 
will form fa. The problems which 
the vihuela in gamur has are: the 
eighth fret should be the fa of the 
seventh fret which is D sol re on the 
sixth string, but here it has been 
made mi You will find this fz on 
the fifth string third fret. The third 
fret on the fourth. string should be 
mi, as the raised note above G sol re 
ut, however it is fa in order to serve 
other functions, When this raised 
note is necessary, it will be found on 
the fifth. string, eighth fret. On the 
first fret of the third string, the fa 
of b fa 4 mi is lacking: you will 
find it on the fourth string fifth 
frer. On the eighth fret of the third 
string the fa of E fa ut is lacking: 
but the second string third fret has 
it. The first fret on the second 
string is made mi where it should be 
the fa of e la mi. If anyone needs this 


fa one will not find it anywhere on 


the vihuela as we have fretted it, 
except on the tenth fret of the fourth 
string. If the said fa cannot be 
played on the tenth fret, because the 
fourth string is occupied, or because 
there is another impediment, play it 
on the sixth fret of the third string 
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quinto. Falta mas en la tercera en el 
octavo el fa de bfaimi: hallarse ha en 
la segunda en el tercero. Es falta en 
la segunda en el octavo que no tiene 
el fa de ela: el qual sea en la prima 
en el tercero. Tambien sirven los 
trastes como quedan puestos para la 
vihuela de Ffaut: excepto, que 
tercero en las superiores vihuelas es 
fa: en esta ha de ser mi. Para mudar 
este traste tomad el compas que ay 
desde el primero traste hasta el 
nascimiento de las cuerdas, y 
dividase en nueve tamaños: y el uno 
dellos — dareys desde el dicho 
primero al tercero. Desta manera, de 
fa lo hareys mi. Esta vihuela de 
Ffaut en el quinto de la quarta le 
falta el sustentado de gsolreut: 
hallarse ha en la tercera en el 
primero, Falta mas en la tercera en 
el tercero el fa de bfahmi: puedese 
hallar en el septimo de la quarta. 
Falta totalmente en la tercera en el 
octavo, y en la segunda en el tercero 
el fa de elami: remediese al hollar 
con el dedo segun fue dicho arriba. 
Para que la demonstracion de estas 
vihuelas se entienda: ymaginad, que 
las cuerdas que parecen en esta papel: 
es la mitad del tamaño que tienen 
las cuerdas de la vihuela. Los trastes 
que forman mi: tienen señal de 
bquadrado, y los que fa, bmol. 
Donde no uviere letra, o.señal ay 
falta. Siguense las tres 
demonstraciones. 


or on the first fret of the second 
string, with the condition that you 
depress the string far behind the fret 
and very lightly so that the mi will 
become fa. The manner in which 
all the frets on this vihuela in gamut 
are arranged is the basis for all the 
vihuelas, and consequently is used 
for the vihuela in C fa ut. Changing 
only the letters, it lacks two raised 
notes on the third fret: for G sol re 
ut on the fifth string, and the c sol fa 
ut on the fourth. These will be 
found on the eighth fret of the sixth 
and fifth strings. Also lacking is the 


fa of e la mi on the third string first 


fret which will be found on the 
fourth string fifth fret. Also 
missing on the third string eighth 
fret, the fa of b fa 4 mi, which will 
be found on the second string third 
fret. It is a fault that the second 
stting at the eighth fret does not 
have the fa of e la mi which is on the 
first string third fret. The frets as 
they are arranged also can be used 
for the vihuela in E fa ut except 
that the third fret on the 
abovementioned vihuelas is fa, 
while on this one it should be mi 
To move this fret, measure the 
distance from the first fret to the 
bridge, and divide it into nine parts, 
and place the first of these parts 
from the first to the third fret.” 
Thus, from fa you will make mi 
This vihuela in E fa ut is missing 
the raised note of g sol re ut on the 
fifth fret of the fourth string, 
which will be found on the third 
string, first fret. Also on the third 
string, third fret it lacks the fa of b 
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fat mi, which will be found on the 
seventh fret of the fourth string. 
Completely missing on the third 
string eighth fret, and on the second 
string third fret, is the fz of e la mi. 
'This can be remedied by [changing 
the pressure of] the finger as 
specified above. So that the example 
of these vihuelas is understood, 
imagine that the strings that appear 
on this paper are half the length of 
the strings of the vihuela. The frets 
that form mi have the natural sign, 
and those that [are] fz, a flat sign. 
Where there is no letter or note, 
there is a fault. Three examples 
follow. 
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-DEMONSTRACIONES- 


Mirad estas tres vihuelas quanta 
semejanga tienen en la postura de los 
trastes. Solamente diffiere la de 
Ffaut en el tercero que es mi, y en las 
otras dos es fa. 


IFFT ICT 


107 


-EXAMPLES- 


Look how similar these three 
vihuelas are in the placement of the 
frets. Only the one in F fa ut differs 
in that the third fret is mi and on 
the other two it is fz. 
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DE LAS OTRAS VIHUELAS 
CA. LXXXJ. 


En las dos vihuelas semejantes 
(conviene a saber la de Are y Dsolre) 
los seys trastes que pusimos primero: 
estan fixos, que no ay neceffidad de 
mudarlos: pero algunos de los otros 
se mudaran. El traste primero en la 
vihuela de gamaut fue mi: y en la de 
Are es fa. Poned el compas en el 
tercero, y dividid el espacio que ay 
desde el nascimiento de las cuerdas 
hasta el dicho tercero en ocho 
tamaños: y donde alcangare con un 
compas: sera el primero, y formara 
fa. Mudareys el sexto, si poniendo el 
compas en el primero: dividierdes 
el espacio que ay desde el 
nascimiento de las cuerdas hasta el 
dicho primero en quatro tamaños. 
Donde alcangare el compas desde el 
primero: sera sexto, y formara fa. El 
octavo en la vihuela de gamaut es 
mi: y en esta ha de ser fa. Puede se 
formar, si dividis el espacio que ay 
desde el nascimiento de las cuerdas 
hasta el decimo en ocho tamaños: y 
donde alcangare el uno desde el 
dicho decimo: sera el octavo, Esta 
vihuela de Are no tiene en la quinta 
en el sexto, ni en la quarta en el 
primero sustentado de Gsolreut: 
remediarse ha segun fue dicho 
arriba en el hollar de la cuerda. En 
la quarta en el sexto le falta 
sustentado de csolfaut, y tiene lo en 
la tercera en el segundo. La tercera 
en el quarto le falta el fa de elami: y 
lo tiene la quarta en el octavo. Para 
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ON THE OTHER VIHUELAS 
CHAPTER 81 (FOL. 106) 


On the two similar vihuelas, 
namely the one in A re and D' sol re, 
the six frets that we placed first are 
fixed, there is no need to move them, 
but some of the others will [have to] 
be moved. The first fret of the 
vihuela in gamut was mi, and on the 
vihuela in A re it is fa. Place a 
compass on the third fret and divide 
the distance from the bridge to the 
said third fret into eight parts, and 
wherever the compass: reaches will 
be the first fret, arid will form fa. 
You can move the sixth fret; if, 
placing the compass on the first fret, 
you divide the distance from the 
bridge to the said first fret into 
four parts. Wherever the compass 
reaches from the first fret will be 
the sixth fret and will form fa. The 
eighth fret on the vihuela in gamut 
was mi, and on this one must be fa. It 
can be formed if you divide the 
distance from the bridge to the tenth 
fret into eight parts, and wherever 
the first part reaches, from the said 
tenth fret, will be the eighth fret. 
This vihuela in À re does not have 
the sharp of G sol re ut on the fifth 
string, sixth fret, nor on the fourth 
string, first fret, which should be 
remedied as mentioned above [by 
varying] the pressure [of the finger] 
on the string. The fourth string, 
sixth fret lacks the sharp of C sol fa 
ut, but it is found on the third 
string, second fret. The third string, 
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que los trastes de la vihuela de 
gamaut vengan apelo de los de la 
vihuela de Dsolre: solos dos se han 
de mudar, que son primero y octavo. 
Estos en la vihuela de gamaut 
formaran mi: y en esta han de 
formar fa. Mudarse han segun ya fue 
dicho en la vihuela de Are. 

Las faltas que tiene esta vihuela son 
las siguientes. En la quinta en el 
traste primero falta el sustentado de 
Gsolreut: y hallarse ha en la sexta en 
el sexto. En la quarta en el primero 
falta el sustentado de csolfaut: y 
tiene lo en la quinta en el sexto. En 
la quarta en el octavo falta el 
sustentado de Gsolreut: pero tiene lo 
en la tercera en el quarto. En la 
tercera falta el fa de bfatmi en el 
sexto: hallarse ha en la segunda en el 
primero, y en la quarta en el 
decimo. En el sexto de la segunda 
falta el fa de elami: y hallarse ha en 
el primero de la prima. Assi que 
estas dos — vihuelas solamente 
diffieren en el sexto traste, que en la 
de Are es fa, y en la de Dsolre es mi: 
segun — se vera en estas 
demonstraciones. 


fourth fret lacks the fa of e la mi, 
but it is found on the fourth string, 
eighth fret. For the frets of the 
vihuela in gamut to match exactly 
with the vihuela in D sol re, only 
two frets have to be moved, which 
are the first. and the eighth. These 
[frets] on the vihuela in gamut form 
mi but on this one [in D sol rel 
should form fa. They should be 
moved as described above for the 
vihuela in A re. 

The faults that this vihuela has 
are the following: On the fifth 
string, first fret the sharp of G sol re 
utis missing, and will be found on 
the sixth string, sixth fret. The 
fourth string, first fret is missing 
the sharp of c sol fa ut, which is on 
the fifth string, sixth fret. The 
fourth string, eighth fret is missing 
the sharp of G sol re ut, but it is on 
the third string, fourth fret. On the 
third string, the fa of b fa 4 mi is 
missing on the sixth fret; it will be 
found on the second string, first 
fret, and on the fourth string, tenth 
fret. On the sixth fret of the second 
string the fa of e la mi is missing, 
and it will be found on the first fret 
of the first string. So, these two 
vihuelas differ only on the sixth 
fret, which on the [vihuela in] A re 
is fa, and on the [vihuela in] D sol re 
is mi, as you will see in these 
examples: 


_ 


10 


— 


ay ap e[ont[TA 


“20 peT 


Para las otras dos vihuelas que restan 
se han de mudar tres trastes a cada 
una, En la vihuela de tmi mudarse 
han tres divisiones de tono, conviene 
a saber el traste primero, sexto, y 
octavo. En la vihuela de gamaut 
formavan estos tres mi: y en esta han 
de formar fa. El como se han de 
mudar ya fue dicho en la vihuela de 
Are. Tienen neceffidad de mudarse 
un esta vihuela de hmi uno de los 
trastes fixos, que es el quarto: y para 
los curiosos que defiearan saber la 
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For the other two vihuelas that 
remain, three frets on each one must 
be moved. On the vihuela in 4 mi, 
three divisions of the whole-tone 
must be moved, and they are the first, 
sixth, and eighth [frets]. On the 
vihuela in gamut, these three frets 
formed mi and on this one they 
should form fa. How to move them 
was described above for the vihuela 
in A re. On this vihuela in 4 mí one 
of the fixed frets needs to be moved, 
which is the fourth, and for 
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causa: la dare. Esta vihuela en el 
primero de la quinta forma Ffaut y 
en el quarto de la tercera tiene su 
octava. Pues si este fueße mi, como 
lo tienen las otras vihuelas: no sera 
octava. Para hazer lo fa, se divida en 
ocho tamaños desde el nascimiento 
de las cuerdas hasta el sexto, y donde 
allegare con uno: sera el quarto. 

A esta vihuela de Elami falta én el 
quarto de la quinta el sustentado de 
gsolreut, y en la quarta el de 
csolfaut: hallarse han en el nono en 
la sexta y quinta. Tambien en la 
tercera en vazio  hallareys el 
sustentado de csolfaut. En la tercera 
en el segundo falta el fa de Elami: 
hallarse ha en la en la quarta en el 
sexto. À la tercera en el nono le falta 
el fa de bfaimi: y tienelo la segunda 
en el quarto. La segunda le falta en 
el nono el fa de elami: y lo tiene la 
prima en el quarto traste. Para la 
vihuela de Elami se mudaran las 
mesmas tres divisiones de tono que 
se mudaron en la de &mi. A la quarta 
desta vihuela falta en el sexto el 
sustentado de Gsolreut: y lo tiene la 
tercera en el segundo. En la tercera 
en el quarto le falta el fa de bfatmi: 
y lo tiene en el octavo de la quarta. 
En la segunda en el quarto no tiene 
el fa de elami, y esta mesma boz 
falta tambinen en el nono de la 
tercera. Demonstracion destas dos 
vihuelas las quales  diffieren 
solamente en el traste quarto. 


inquiring [musicians] who wish to 
know the reason, I will give it. This 
vihuela forms F fa ut on the first 
fret of the fifth string, and forms 
the octave on the fourth fret of the 
third string. Then, if this [fret] 
were mi as it is on the other 
vihuelas, it would not be the octave 
[of the note on the first fret], To 
make it fa, divide from the bridge 
to the sixth fret into eight parts, and 
wherever the first [part] reaches 
will be the fourth fret. 

The vihuela in E la mi lacks 
the sharp of g sol re ut on the fourth 
fret of the fifth string, and on the 
fourth string [the sharp] of c sol fa 
ut, On the third string, second fret, 
it is missing the fa of E la mi, 
which will be found on the fourth 
string, sixth fret. On the third 
string, ninth fret, the fa of b fa 4 mi 
is missing, and it is found on the 
second string, fourth fret. The 
second string lacks the fa of e la mi 
on the ninth fret, and it has it on the 
first string, fourth fret. The same 
three divisions of the whole-tone 
that were moved on the [vihuela in] 
E la mi need to be moved on the 
vihuela in 4 mi The fourth string of 
this vihuela is missing the sharp of 
G sol re ut on the sixth fret, and it is 
found on the third string, second 
fret. The third string, fourth fret is 
missing the fa of b fa! mi, but has it 
on the eighth fret of the fourth 
string. On the second string, fourth 
fret, it has no fa of e la mi, and this 
same note is also missing on the 
ninth fret of the third string. [Here 
follows an] example of these two 
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DE DOS AVISOS 
CA OCHENTA Y DOS. 


A los curiosos con toda instancia 
suplico, que noten dos puntos. El 
primero que las sobredichas faltas 
algunos pretenden remediarlas con 
poner los trastes donde estan las 
dichas faltas acostados, sacandolos 
del quadrado. Do por exemplo el 
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vihuelas, which differ only on the 
fourth fret. 


TWO WARNINGS 
CHAPTER 82 (FOL. 107) 


With all urgency, I beseech 
that the serious player heed two 
points. The first [is] that some 
players hope to fix the 
abovementioned faults by putting 
the frets where the said faults occur 
atan angle, taking them out of line. 
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traste primero de la vihuela de 
gamaut, el qual es mi para quatro 
cuerdas, y avia de ser fa para la 
tercera y segunda. Y para hazer el 
dicho fa ponen el tal traste en viaje, 
y pierde la prima un poco, y las otras 
que lo avian menester mi. Que este 
no sea remedio sino emplasto: en las 
demonstraciones sobredichas puede 
ser visto. Tomad un traste donde ay 
alguna falta (que el sea mi para unas 
cuerdas, y avia neceftidad para otras 
de ser fa) y hallareys viajando el 
traste, que puntualmente en ninguna 
cuerda viene. Ponganse pues todos 
los trastes de quadrado, y remediense 
las faltas en la manera sobredicha: si 
quereys tafier musica perfecta. 

Lo segundo que se deve notar es un 
error no pequefio que entre algunos 
tafiedores de vihuela se practica cada 
dia. Dizen aver cuerdas subidas de 
tono, y otras baxas de tono. Antes que 
las demonstraciones de los trastes 
supiefe: no lo podia entender. 
Deveras nunca entro en mi 
entendimiento, que siendo una 
cuerda buena podia ser subida, o 
baxa de tono. El hallarlas subidas, o 
baxas no esta en las cuerdas siendo 
ellas dignas de ser puestas en la 
vihuela: sino en los trastes. Acaece, 
que un traste es mi, y ha de estar assi 
para quatro, o cinco cuerdas, y para 
la una, o dos avia de ser fa segun que 
en muchas partes de las 
demonstraciones de la vihuela 
podeys ver. En casos semejantes unas 
cuerdas hallareys subidas y otras 
baxas de tono. Pongamos exemplo 
en la vihuela de gamaut en el traste 
primero y quinto. Cierto es, que 


Take, for example, the first fret of 
the vihuela in gamut, which is mi 
for four strings and should be fa for 
the third and second [strings]. And 
in order to produce the said fa, they 
place the said fret obliquely, and the 
first string loses a bit, as well as the 
other strings where [the fret] needed 
to be mi. This is not a solution but a 
cover-up as can be seen in the above 
examples. Take a fret where there is 
a fault (where it is mi for some 
strings but needs to be fa for others) 
and you will find that, by slanting 
the fret, it does not hit any string in 
the right place. Place all the frets, 
then, at a right angle and remedy the 
faults in the manner discussed above, 
if you want to play perfect music. 
The second point that should 
be heeded is no small mistake that is 
made every day among some vihuela 
players. They say that some strings 
are sharp and others flat. Before I 
understood the examples of the 
frets, I could not understand 
[this]. I could really never 
understand how a good string could 
be sharp or flat. That they are sharp 
or flat is not the fault of the strings, 
assuming [the strings] are worthy of 
being placed on the vihuela, but of 
the frets. [Sometimes] it happens 
that a fret is mi, and it should be [mi] 
for four or five strings, but for one 
or two [strings] should be fa, as you 
can see in many places in the 
examples. In cases like these, you 
will find that some strings [sound] 
sharp and others flat. As an example, 
let us take the vihuela in gamut on 
the first and fifth frets. It is true 
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toda quarta hollada en el quarto es 
unisonus con la tercera en vazio. 
Luego hollada la dicha quarta en el 
quinto avia de venir con la tercera 
en el primero. Pues en esta vihuela 
de gamaut no viene. Es la causa desto, 
que el quinto traste es fa, y el 
primero es mi. Esta el primero de la 
tercera subido una comma mas que 
el quinto de la quarta. Desde la 
quarta en vazio hasta el quinto traste 
de la dicha quarta ay un diateftaron, 
que son dos tonos y un semitono 
menor. Desde la quarta en vazio 
hasta la tercera en vazio ay dos tonos, 
y desde la ceja hasta el traste 
primero (como esta puesto) ay un 
semitono mayor. Luego no son 
unisonus en esta vihuela el quinto de 
la quarta y el primero de la tercera. 
Si el traste primero allegafjen [sic] 
ala ceja que de mi lo hiziefen fa: 
sin falta ninguna estarian unisonus, 
y como quedan puestos no son 
unisonus. Lo que en estos dos trastes 
he practicado: hallareys en otros 
muchos. Mirad por todas las cuerdas 
los trastes, que avian de ser unisonus, 
y si tuviere letras, o  senales 
semejantes es unisonus, y si no las ay, 
no lo es. 

Al contrario de lo practicado es la 
cuerda que dizen baxa de tono. 
Algunos tafiedores practican esto en 
una orden de cuerdas, que templadas 
en vazio en perfecto unisonus y 
despues que las huellan, no dizen. A 
esto respondo la una ser mala, 
indigna de la vihuela, Son estas 
cuerdas semejantes a los christianos 
malos de secreto, que no parece su 
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that every fourth string stopped at 
the fourth fret is in unison with the 
third string open. Then if that 
fourth string is stopped at the fifth 
fret, this should be the same as the 
third string stopped at the first fret. 
Well, on this vihuela in gamut it is 
not. The reason for this is that the 
fifth fret is fa, and the first is mi. 
The first fret of the third string is 
raised a comma more than the fifth 
fret of the fourth string. From 
the open fourth string to the fifth 
fret of the said fourth string there is 
a diatessaron, which is two whole- 
steps and one minor semitone. From 
the open fourth string to the open 
third string there are two whole- 
steps, and from the nut to the first 
fret (as it is placed) there is a major 
semitone. Thus the fifth fret of the 
fourth string and the first fret of the 
third string are not in unison. If the 
first fret were moved toward the 
nut, so that the mi became fa, they 
would, without fail, be unisons, but 
as they are placed they are not 
unisons. What I have illustrated on 
these two frets, you will find on 
many others. On all the strings, look 
at all the frets that should be 
unisons, and if they have similar 
letters or signs, it is a unison, and i f 
they do not have them, it is noc." 
Contrary to what [I have] 
shown, they say it is the string that is 
flat. Some players demonstrate this 
on a course of strings where the open 
strings are tuned in perfect unisons, 
then, after they are stopped, do not 
match. To this I reply that one of 
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maldad: hasta que les ponen la mano 
encima, o el traste sobre que 
aftientan las cuerdas no es yguall, o 
cl tafiedor no aprieta el dedo 
ygualmente, quando las huella. 


DE LA VIHUELA COMMUN QUE 
TENGA LOS SIGNOS FIXOS. 
CA. OCHENTA Y TRES 


Para los que no quieren tener tanta 
cuenta con las vihuelas sobredichas: 
pueden hazer una: la qual tenga los 
signos fixos, como los tiene el 
monachordio, y sea lo ordinario, y 
commun la vihuela de gamaut. Por 
esta vihuela se tañeran todos los 
modos naturales y accidentales 
guardando lo contenido en este 
capitulo. Entendida esta vihuela 
como primero se puso y 
cognosciendo en ella que trastes son 
el gamaut are, y qual es division de 
tono: sepan exercitar y poner por 
obra las reglas siguientes. Todos los 
tonos, o modos naturales se pueden 
tafier en esta vihuela en la manera 
que esta entrastada por sus letras 
finales. Para las faltas que se 
ofrecieren tomen los avisos otras 
vezes dados, de buscar las tales bozes 
en los otros trastes, o al hollar, o 
poner otro traste primero: el qual 
quando se pusiere por la tal 
neceffidad: sea mas grueño quel 
primero que tiene: por que al hollar 
no frece la cuerda. Puedese poner 
este traste, si se divide la distancia 


[the strings] is bad, not worthy of the 
vihuela. These strings are similar to 
secretly bad Christians: their evil is 
not revealed until a hand is placed 
on them. Either the fret on which 
the strings rest is not straight, or the 
player is not pressing his finger 
equally when he stops the strings. 


ON THE COMMON VIHUELA 
THAT HAS FIXED NOTES 
CHAPTER 83 (FOL. 107") 


Those who do not want to 
make so many calculations on the 
abovementioned vihuelas can make 
one [vihuela] that has fixed notes, 
like those of the clavichord, which 
is the ordinary and common vihuela 
in gamut. On this vihuela one can 
play all of the natural and 
accidental modes if one follows 
what is explained in this chapter. 
Understanding this vihuela as it was 
first explained," and knowing 
which frets on it are diatonic and 
which [represent] the divisions of 
the whole-tone, you will know how 
to put the following rules into 
practice. On this vihuela as it is 
fretted, all of the tones or natural 
modes can be played according to 
their finals.'? For the faults that 
may arise, take the advice given 
before of looking for the notes on 
other frets, or with the pressure of 
the finger when stopping the note, 
or by placing another fret in front 
of the principal fret, which, when 
placed for this purpose, should be 
thicker than the first fret so that it 
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que ay desde el tercero traste hasta el 
nascimiento de las cuerdas en ocho 
tamaños, y donde alcangare el 
compas con uno desde el dicho 
tercero: sera este primero, el qual 
formara fa. De forma, que se queden 
ambos junctos para quando fuere 
menester, que no se impediran. 

Si la obra natural no se pudiere 
poner en esta vihuela por los signos 
que puntada estuviere, porque abaxa 
mucho, y sale fuera de la sexta: o 
porque sube mas que todos los trastes 
de la prima: pongase la tal obra 
accidental, segun se usa en el 
monachordio. El modo primero 
accidental communmente lo tañen 
por Cfaut, Gsolreut, y alamire. En 
esta vihuela primero se puede tafier 
por Cfaut, que es la quinta en vazio, 
y tiene su diapafon, y puntos 
intensos y sustentados, y aun tiene 
mas que el organo una cosa. Que si 
el primero en Cfaut por el organo 
tiene bmol, correspondiente al fa de 
bfatmi: no tiene tecla negra donde se 
ponga. Esta boz de bmol venia a la 
tecla negra de entre Gsolreut y 
alamire, y esta es mi. Luego en ella 
no pueden formar fa. Esta vihuela de 
gamaut tiene el dicho fa en la quarta 
en el tercero. Tambien para tañerse 
este modo primero por gsolreut, y 
alamire: no ay inpedimento alguno. 
Si tañendolo por Gsolreut tuviere 
bmol, correspondiente al fa de 
bfaimi en lo natural: se ponga en el 
traste primero que puse postizo para 
formar el fa de elami en la segunda. 
Si primero por alamire tuviere 
tambien bmol: tiene el contrabaxo 
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does not rub against the string. This 
[extra] fret can be placed by 
dividing the distance from the third 
fret to the bridge into eight parts, 
and wherever the compass reaches 
[downward from the third fret] 
will be the first fret, which will 
form fa. In this manner, both [frets] 
will be present for when they are 
needed, and will not interfere with 
one another. 

If the piece as notated”? 
cannot be intabulated for this 
vihuela because it is too low and 
goes beyond the sixth string, or 
because it goes higher than the last 
fret of the first string, transpose the 
piece, as is customary on the 
clavichord. The [transposed] first 
mode is usually played on C fa ut, G 
sol re ut, and a la mi re. On this 
vihuela one can play the first [mode] 
on C fa ut, which is the fifth string 
open, and it has its scale, raised notes 
and leading tones, and even has one 
thing more than the organ. If the 
first [mode] on C fa ut has a flat on 
the organ, corresponding to the fa 
of b fz4 mi, there is no black key to 
play it on. This flat should have 
been on the black key between G so/ 
re ut and a la mi re, and this key is 
mi. So you cannot form a fa on it. 
This vihuela in gamut has the said 


fa on the fourth string third fret. 


Nor is there any impediment 
[whatsoever] to playing this first 
mode on g sol re utand a la mi re. If, 
playing it on G sol re ut, you had a 
lowered note corresponding to the 


fa of b fa 4 miin the natural mode, 


In & 
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la quinta en el quinto: y para el 
tiple en la segunda en el tercero. 
Tiene mas este tono en esta vihuela 
sustentados de clausula en quinta: 
que no los tiene el organo, y seran en 
la segunda en el primero, que es mas 
cercano a Elami. Algunos tañedores 
particulares tañen primero por hmi, 
y elami en el organo: y con mayor 
perfection se puede tafier en esta 
vihuela: porque tiene clausulas de 
puntos sustentados. 

El quarto se tafie por Dsolre, 
alamire, y tmi: por los quales signos 
mas excelentemente se puede tafier 
en esta vihuela, que en el organo se 
tafie. Sexto modo verdadero, y el que 
por sexto se suele cantar, tañeran en 
esta vihuela: como en el organo. El 
octavo se puede tafier en esta vihuela, 
como en el organo por Cfaut, 
Dsolre, Elami, Ffaut, y alamire. Y 
aun este modo por Elami se tafiera 
mas perfectamente en esta vihuela, 
que en el organo: porque tiene 
sustentados. Primero por Ffaut, y 
octavo por hmi se pueden tafier en 
esta vihuela: y no por el organo. En 
el organo no se puede tafier quarto 
por Cfaut, Ffaut, y Gsolreut, y en 
esta vihuela como queda se tafiera 
razonablemente: porque el quarto 
en Cfaut, y Ffaut forma el mi en el 
traste primero (de los dos el mas 
cercano a la ceja dela vihuela) en la 
quinta y quarta. Y porque en la 
octava sera menester tambien el fa y 
no lo tiene: remediese al hollar 
como dicho es o pongase otro 
quarto traste, que forme fa, y sera un 
poco atras del que tiene. Y si el 
quarto por Gsolreut se tafiere 
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it would be played on the first. fret, 
which 1 made movable in order to 
form the fa of e la mi on the second 
string. If the first mode on a la mi re 
also had [a] flatted note, it [can be 
found in] the bass [register] on the 
fifth string fifth fret, and in the 
treble, on the second string third 
fret. This mode on this vihuela has 
more leading-tone cadences to the 
fifth degree, which the organ does 
not have, and [these] are on the 
second string first fret, which is 
near to E la mz A few individual 
players play the first mode on 4 mi 
and e la mi on the organ, which can 
be played with more perfection on 
this vihuela, because it has the 
leading-tone cadences. 

The fourth mode is played on 
D sol re, a la mi re, and 4 mi, and can 
be played more excellently on these 
notes on the vihuela than on the 
organ. The true sixth mode, and the 
mode that is commonly sung as the 
sixth, can be played on this 
vihuela, as they are on the organ. 
The eighth mode can be played on 
this vihuela, as on the organ, on C fa 
ut, D sol re, E la mi, E fa ut, and a la 
mi re. And even this [eighth] mode 
on E /a mi can be played more 
perfectly on this vihuela than on the 
organ, because it has sharped 
leading- tones. The first mode on F 
fa ut, and the eighth on 5 mi can be 
played on this vihuela and not on the 
organ. On the organ one cannot play 
the fourth mode on C fa us E fa ut, 
and G sol re ut, and on this vihuela as 
is, they can be played reasonably 
because the fourth mode on C fa ut, 
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formara el fa de elami en el 
sobredicho traste primero. El sexto 
modo en el organo no se puede tañer 
por Imi, ni por Elami &c. 

Por concluyr en breve, digo que esta 
vihuela como queda «es quasi 
universal. En cifras que han traydo 
de Italia se sube la tercera un 
semitono mas de la que nosotros 
usamos. De forma, que nosotros 
tenemos la tercera de la quarta una 
tercera mayor, y la segunda de la 
tercera un diatefaron. Aquellas 
cifras se tafien, que este la tercera de 
la quarta un diatessaron, y la segunda 
de la tercera una tercera mayor. El 
que este temple quisiere usar en la 
sobredicha vihuela ai entrastada: 
quedaria mas perfecta, 
especialmente para tafier el modo 
que dizen sexto: porque terna 
muchos golpes en vazio. Mi parecer 
final en esta materia es, que el que 
no quisiere usar (huyendo el 
trabajo) de la vihuela de siepte 
ordenes y de todas las siepte: use de 
una, y sea la de gamaut, o la de 
Elami, que tiene menos faltas fixos 
los signos, y mude la Musica para 
ella conforme a las reglas 
superiores. 
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and F fa ut form the fa on the first 
fret, fifth and fourth strings (of the 
two, the one nearest to the nut of the 
vihuela). And since the fa will 
also be necessary at the octave, and it 
is not there, one can solve this by 
stopping [the strings] as has been 
discussed, or placing another 
fourth fret which would form fa, 
and it would be slightly behind the 
one it [already] has. And if the 
fourth mode were played on G sol re 
ut, the fa of e la mi would be 
formed on the said first fret. The 
sixth mode on the organ cannot be 
played on 4 mi nor on E la mi, etc. 
To conclude briefly, I say that 
this vihuela as it is, is nearly 
universal. In these tablatures that 
have been brought from Italy, one 
raises the third string a semitone 
higher than we do it. We have a 
major third between the third and 
fourth strings, and a diatessaron 
between the second and third. 
[However], those [Italian] tablatures 
are played with the third and fourth 
strings a diatessaron [apart], and the 
second and third strings a major 
third [apart]. If one wants to use this 
tuning on this vihuela as it is 
fretted, it would be more perfect, 
especially to play what is called the 
sixth mode, because it uses many 
open string. My concluding 
opinion on this subject is that if one 
does not want to use the seven-course 
vihuela (avoiding the work 
[involved], of all the seven 
[vihuelas], use [only] one which 
would be the one in gamut, or E la 
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DE OTRA MAYOR PERFECTION 
EN LA VIHUELA COMMUN. 
CA. OCHENTA Y QUATRO. 


Todo quanto de la vihuela tengo 
dicho es lo que hasta oy los muy 
sabios musicos practicos han usado. 
Pero no faltan angustias y trabajos 
en mudar trastes para cada vihuela, 
de tener cuenta con tantas vihuelas, y 
guardarse de golpes que no puedan 
dar, como es el traste que era mi no 
podian en el formar fa y al 
contrario, y las terceras mayores 
quedan de dos sesquioctavas y otras 
cosas que hazian grandes 
difficultades. Por lo qual acorde de 
hazer vihuela que los trastes se 
pusiessen a compas, y que puestos de 
una vez sirvan para toda Musica, y 
que en cada traste aya todas seys 
bozes, como las ay en los nuevos 
instrumentos de tecla hechos por mi 
cuenta. No se yo si la viheula puede 
subir a mayor perfection que la 
sobredicha, y sera muy gran descanso 
para los tañedores. Elija pues el 
tañedor sola una vihuela, como 
dicho tengo, y si la Musica saliere 
fuera de la tal vihuela: mudara la tal 
Musica, conforme a lo que 
determine en el capitulo superior, y 
como fueren los signos fixos y 
perpetuos puede hazer que lo sean 
los trastes. El tañedor que quiere 
tener vihuela, o guitarra que todos 


mi, where the fixed notes have fewer 
faults, and move the music for the 
vihuela according to the above 
rules.” 


ON ANOTHER GREATER 
PERFECTION OF THE COMMON 
VIHUELA 
CHAPTER 84 (FOL. 108) 


Everything that I have said 
about the vihuela is what learned 
practicing musicians have used up to 
the present. But there is no lack of 
worries and troubles in moving the 
frets for each vihuela, in keeping 
count of so many vihuelas, and [in] 
avoiding notes that cannot be played, 
like the fret that was mi cannot play 


faand the other way around, and the 


[large] major thirds made of two 
sesquioctaves and other things 
that present many difficulties. For 
this reason, I decided to make a 
vihuela where the frets are placed by 
calculation, and where, once in 
place, they would serve for all 
music, and where on each fret all six 
notes [of the hexachord] can be 
found, as they are on the new 
keyboard instruments that I have 
made." I do not know if the 
vihuela can be raised to any higher 
perfection than this one, and it will 
{make things much easier] for 
players. The player, then, chooses 
only one vihuela, as I have said, and 
if the music goes outside [the range 
of] that vihuela, he will move the 
music, as 1 specified in the previous 
chapter, and [just] as the notes [of the 
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los semitonos se tangan, y todos los 
intervalos, y consonancias queden 
perfectas: ponga los trastes por las 
reglas y modo que se pone en la 
vihuela de siete ordenes: lo qual 
hallareys practicado en el capitulo 
ochenta y seys. 


PARA PERFECTIONAR ALGUNOS 
INSTRUMENTOS. 
CAP. LXXXV 


Las guitarras, bandurrias, y todo 
instrumento de cuerdas se pueden 
perfectionar poniendo las cuerdas 
en las deduciones, conforme a lo que 
avemos hecho en las vihuelas: en los 
quales instrumentos pueden poner 
los trastes por el compas y razon de 
Musica. Los tafiedores que trastes 
uvieren de poner en algunos destos 
instrumentos tengan tal aviso, que 
no solamente los trastes que den de 
quadrado (segun fue dicho en lel 
capitulo ochenta y dos) pero para 
quedar perfectos, han de estar los 
instrumentos de quadrado. Entiendo 
los instrumentos ser de quadrado: 
quando todas las cuerdas son de un 
tamaño. Si antes de poner las cuerdas 
en un instrumento estuviessen de 
quadrado la ceja y puente: puestas las 
dichas cuerdas se perderia. Es 
manifiesto, que mas distancia 
occupa el nudo, o ligadura de la 
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vihuela in the previous chapter] are 
fixed and never change, so too can he 
make the frets. The player who 
wants to have a vihuela or guitar 
where all the semitones can be 
played and all the intervals and 
consonances are perfect, should 
place the frets according to the rules 
and method by which they are placed 
on the seven-course vihuela. You 
will find this explained in chapter 
eighty-six. 


TO PERFECT CERTAIN 
INSTRUMENTS 
CHAPTER 85 (FOL. 108) 


Guitars, bandurrias, and all 
stringed instruments can be 
perfected by tuning the strings to the 
hexachords as we have done on 
vihuelas, [and] on these instruments 
[too], the frets can be placed by the 
calculations and logic of music. 
Players who might place frets on 
some of these instruments should be 
advised that not only should the frets 
be straight (as was explained in 
chapter eighty-two), but in order to 
be perfect, the instruments should be 
straight. I understand an instrument 
to be straight when all of the strings 
are [the same] length. If, before 
placing the strings on an 
instrument, the nut and bridge are 
straight, nevertheless, when the 
strings are fastened, the straightness 
is lost. It is obvious that the knot or 
tie of the sixth string occupies more 
space because it is thick, than that of 
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cuerda sexta por ser gorda: quel de la 
prima que es delgada. Pues si la ceja 
y puente de la vihuela estuvieften de 
quadrado, como al poner de las 
cuerdas la sexta, quinta y quarta 
quedassen mas cortas, que la tercera, 
segunda, y prima: seguirse ya, no 
quedar todas las cuerdas de 
quadrado. El official que la puente 
pusiere: deve tener consyderacion 
que tanto occupara mas el nudo de la 
sexta, que el de la prima: y aquello 
dara de viaje a la puente. De forma, 
que puestas las cuerdas queden todas 
de un tamaño. Miden se las cuerdas 
en lo que forman las bozes. Forman 
las bozes desde las ligaduras hasta la 
ceja de la vihuela. Todas las cuerdas 
ternan una mesma distancia, dando 
de viaje a la puente el excefo que 
haze la ligadura de la sexta, al de la 
prima: porque quanto mas delgada 
es una cuerda: menos espacio occupa 
con la ligadura, y assi quedaran 
todas las cuerdas de quadrado, y 
perfecto el instrumento desta parte. 
Bien entiendo, que haziendo lo 
contrario de lo sobredicho no se 
sentira la falta por ser pequeña, y 
repartida en todos los trastes: pero 
esto es lo que pide la perfection de 
la Musica, y medio cabello de 
imperfection no quiero consentir 
en los repartimientos y traga de los 
instrumentos: porque 
menospreciando muchas faltas 
pequefias, que cada una por si no se 
siente: viene a ser una grande muy 
sensible. 

Pueden hazer una guitarra de cinco 
ordenes correspondientes a cinco 
deduciones y serian  Ffaut y 


the first. string, which is thin.” So 
if the nut and bridge of the vihuela 
are straight, [then] as soon as you 
place the strings, the sixth, fifth and 
fourth strings will be shorter than 
the third, second and first; as a 
result, now all the strings are not 
straight. The craftsman who places 
the bridge should take into 
consideration how much more 
[space] the knot of the sixth string 
will take up than that of the first 
string, and give that much angle to 
the bridge. In this manner, when the 
strings are placed, they are all the 
same length. Measure the strings 
according to their sounding lengths. 
Notes are formed from the knots, to 
the nut of the vihuela. All the 
strings will have the same length if 
the bridge is turned obliquely [the 
same amount as] the difference [in 
size] between the knot of the sixth 
string and the knot of the first 
string, because the thinner the 
string, the less space its knot 
occupies. In this manner, all the 
strings will be straight in line and 
the instrument will be perfect in 
this regard. I understand that if you 
do not do what is said above, the 
fault will not be felt because it is 
small, and spread out over all the 
frets, but this is what the perfection 
of music requires, and I do not want 
to consent to [even] half a hair of 
imperfection in the proportions 
and calculations of instruments, 
because if you underestimate many 
small. faults because each one by 
itself is not noticed, [the fault] 
becomes a large and very audible 
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Gsolreut graves, csolfaut, ffaut, y 
gsolreut agudos: y quedaria en la 
novena mayor que agora tiene la 
guitarra de quatro ordenes a los 
nuevos, o se pueden ymaginar las 
dichas cinco cuerdas en otras cinco 
deduciones, que viniesse a tener una 
onzena. Teniendo esta de cinco 
ordenes los signos fixos, y los trastes 
puestos a compas, conforme a lo 
dicho en las vihuelas: podian en ella 
tafier tonos, o modos no solamente 
naturales, sino accidentales, y 
ganaria mucho la Musica en tal 
instrumento. Acerca desta guitarra 
de cinco ordenes no me quiero 
alargar: porque si alguno la 
quisiere usar: se, que bastara lo 
dicho, y lo demas engendraria 
fastidio. La guitarra que se usa, 
puede ser perfectionada si la 
ymaginamos que la quarta comienga 
en Gsolreut, la tercera en csolfaut, 
la segunda en elami, y la prima en 
alamire. 

Los seys trastes (que son segundo, 
quarto, quinto, septimo, nono, y 
decimo) se pongan por la cuenta 
dicha en todas las vihuelas. En las 
quatro divisiones de tonos (que son 
primero, tercero, y sexto, y octavo 
trastes) se guarde este orden. La 
primera division sea mi, la tercera, 
sexta, y octava fa. Antes del traste 
primero que forma mi: se ponga 
otro, que forme fa para el fa de ffaut 
en la segunda, y para el fa de bfahmi 
enla prima. El que bien estudiare 
esta guitarra, y acertare a poner los 
trastes en ella: las faltas que en 
algunos trastes ay, las suplira en 
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one. 
You can make a guitar with 
five courses that correspond to the 
five hexachords which are: low E fa 
ut and G sol re ut, and high c sol fa 
ut f fa ut, and g sol re ut, and it 
would have the same range of a 
major ninth as the four-course 
guitar a los nuevos now has; or these 
five strings could be imagined in 
other hexachords, which would have 
la range of] an eleventh.” Since 
this five-course guitar has fixed 
notes and its frets are placed by 
calculation, one could play not only 
natural tones or modes, but also 
accidental ones on it, and the music 
[played] on this instrument would 
be greatly improved. 1 do not want 
to go [into detail] about this five- 
course guitar, because if anyone 
wants to use it, Í know that what has 
been said is sufficient, and the rest 
would [only] cause boredom. The 
guitar that is [commonly] used can 
be perfected if we imagine that the 
fourth string begins on G sol re ut, 
the third on c sol fa ut, the second on 
e la mi, and the first on a la mi re. 
The six frets (which are the 
second, fourth, fifth, seventh, ninth, 
and tenth) are placed according to 
the calculations given for all 
vihuelas. For the four semitones 
(which are the first, third, and sixth, 
and eighth frets), one proceeds as 
follows: The first division should 
be mi, the third, sixth, and eighth fa. 
In front of the first fret, which 
forms mí another fret is placed 


which forms fa for the fa of f fa us 
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otros. El sexto en la quarta avia de 
ser el sustentado de csolfaut, y no lo 
tiene: hallarse ha en el primero de 
la tercera. El sexto de la tercera no 
tiene el sustentado de Ffaut: y esta en 
la segunda en el segundo, En el 
octavo de la tercera le falta el 
sustentado de Gsolreut: hallarse ha 
en el quarto de la segunda. De las 
faltas que en estas vihuelas he 
demonstrado: entenderan los 
curiosos aver differencia en hollar 
en unos trastes, o en otros. Como las 
cuerdas en la vihuela y en la guitarra 
del temple commun esten fuera de 
las deduciones: acaece, que una 
cuerda en un traste forma mi, y lo ha 
menester: y otra cuerda en el mesmo 
traste necessarimente ha de formar 
el dicho mi, y avia menester fa. En 
las vihuelas pintadas en este libro 
hallareys muchos exemplos: para 
verificar lo sobredicho. Mirad en 
la vihuela primera de gamaut, y 
hallareys que el traste primero es 
mi, y lo han menester la sexta 
quinta, quarta, y prima. La tercera y 
segunda en el dicho traste tenian 
necefidad de formar fa, y no viene 
en tal caso el mi con el fa por 
distancia de una comma, que es quasi 
la novena parte del tono. Quien 
entendiere las proporciones de la 
musica, y  supiere formar el 
diapañon del monachordio, y 
vihuela: gozara de esta materia, y 
cognoscera la subtileza della, y el 
gran provecho de la musica. Tenga 
pues el tafiedor por aviso particular, 
que los trastes primero, tercero, 
sexto, y octavo que son divisiones de 
tono, correspondientes a las teclas 


on the second string, and for the fa 
of b fa mi on the first string. If one 
studies this guitar well, and figures 
out how to place the frets on it, one 
will, with some of the frets, make 
up for the faults found on the other 
frets. The sixth fret on the fourth 
string should be the sharp of c sol fa 
ut, but this is lacking; it will be 
found on the first fret of the third 
string. The sixth fret of the third 
string does not have the sharp of F fa 
ut, which is on the second string 
second fret. The eighth fret of the 
third string is missing the sharp of 
G sol re ut it will be found on the 
fourth fret of the second string. 
Inquiring [musicians] will 
understand that, regarding the faults 
that 1 have shown on these vihuelas, 
there is a difference between 
playing some frets and playing 
others. Since the strings on the 
commonly tuned vihuela and guitar 
are outside of the hexachords, it 
[sometimes] happens that on one fret 
one string forms m, and another 
string on the same fret it must 
necessarily form má but should 
form fa. On the drawn vihuelas in 
this book, you will find many 
examples [with which] to verify 
this. Look at the first vihuela in 
gamut and you will find that the 
first fret is mi which is correct for 
the sixth, fifth, fourth and first 
strings. The third and second strings 
on the said fret should form fa, and 
in this case, the mi is separated from 
the fa by a distance of a comma, 
which is nearly a ninth of a whole- 
tone. If one understands the 
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negras del monachordio: no forme 
mi en el traste que es fa, ni fa en el 
traste que es mi. Lo sobredicho se 
entienda en los instrumentos de 
cuerdas communes pero en mi 
vihuela tambien se halla el fa como 
el mi. Las tales bozes que los 
instrumentos communes no tienen 
en unos trastes, se busquen en otros, si 
las uviere: y si en todo el 
instrumento no la ay, se remedien 
con mudalle el traste, o con el dedo 
al hollar, o de otras manera que el 
experimentado tafiedor hallare. 

El temple commun de la bandurria 
es puesto por las deduciones. Si 
ymaginamos la tercera de la 
bandurria en Gsolreut, y la segunda 
en csolfaut, y la prima en gsolreut 
agudo: sera conforme a lo que se usa 
en este unstrumento. Es pues la 
bandurria en el temple commun 
cercana ala perfection musical. Si 
ponen a este instrumento los trastes 
con el sobredicho compas: quedara 
perfectifimo teniendo buena regla. 
El rabel esta puesto en quintas. Si 
ymaginafiemos la cuerda tercera 
deste instrumento en Ffaut, la 
segunda en csolfaut, y la prima en 
gsolreut agudo: seria el temple que 
muchos usan, y todas las bozes en 
cada una de las cuerdas yrian bien 
seguidas: por quedar las dichas 
cuerdas puestas en las deduciones. En 
fin no ay instrumento alguno, que 
(mirando lo de proposito, y 
estudiandolo con razonable 
abilidad) no fuefte perfectionado de 
los que entienden que cosa es 
Musica. Teniendo los tafiedores en 
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proportions of music and knows 
how to form the diatonic scale of 
the monochord and vihuela, one 
will appreciate this matter, and 
will understand the subtlety of it, 
and the great benefit [to] music. Let 
the player, then, be especially 
warned, that on the first, third, 
sixth, and eighth frets which are 
[the] semitones corresponding to the 
black keys of the clavichord, do not 
play mi on a fret that is fa, nor fa on 
a fret that is mí The above [rule] is 
understood for common stringed 
instruments, but on my vihuela, the 


fais found as well as the mi Those 


notes that the common instruments 
do not have on some frets, should be 
looked for on others, if there are 
others; and if they are nowhere on 
the entire instrument, this is solved 
by moving the fret, or by [varying] 
the pressure of the finger, or in 
[some] other way which the player 
may find. 

The common tuning of the 
bandurria is done according to the 
hexachords. If you imagine the 
third string of the bandurria to be 
in G sol re ut, and the second in c sol 
fa ut, and the first in high g sol re ut, 
it will agree with what is 
[commonly] used on this 
instrument. Then, the bandurria, in 
its common tuning, is close to 
musical perfection. If you place the 
frets on this instrument with the 
abovementioned measurements, it 
will be extremely perfect, having a 
good rule. 

The rabel is tuned in fifths. If 


BERMUDO'S *ON PLAYING THE VIHUELA" (1555) 125 


mucho lo que los antepassados han 
descubierto, afi en hallar 
instrumentos, como en primores 
musicales, y queriendo trabajar: 
paßaran adelante de todos ellos: 
porque gozan de los entendimientos 
de los muertos sabios, y de los suyos 
proprios. Pues ninguno pope al 
trabajo, ni piense que todos los 
primores estan descubiertos en la 
Musica ni sea tan acreditado de su 
entendimiento y saber, que venga a 
creer no ser cosa pofible sino lo que 
el sabe: antes crea, que lo menos de la 
musica sabemos y aun de lo 
descubierto (y por los authores 
graves assi latinos como griegos 
escripto) mucho dello ygnoramos. 
ConfieRo verdad, que ha ocho años 
bien complidos que principalmente 
estoy occupado en estudiar los 
dichos authores: y que me pone en 
admiracion lo mucho bueno, que en 
Musica nos dexaron: lo qual antes 
del dicho tiempo (aun que me tenia 
por practico y theorico) no sabia, ni 
avia visto, ni pensava tales cosas estar 
escriptas. 

No be sacado en este libro todo lo 
que he visto: sino cosas particulares, 
que a mi parecer al presente 
convenian, esperando tiempo para lo 
demas y una es. El que quisiere 
templar dos vihuelas unisonus, si 
estuviere solo, o por curiosidad: 
tiemple la una primero como 
quisiere, y templada pongala sobre 
la mesa. Ponga encima de las cuerdas 
desta vihuela templada una pajita 
muy sutil, y tome la otra vihuela y 
tiemplela. Hallara por experiencia, 
que todo el tiempo que la segunda 


we imagine the third string of this 
instrument to be F fa ut, the second 
in c sol fa ut, and the first in high g 
sol re ut, this would be the tuning 
used by many, and all the notes on 
each of the strings would be in the 
correct sequence, because the said 
strings are tuned in the hexachords. 
Ultimately, there is no instrument 
that (looking at it closely and 
studying it with reasonable skill) 
could not be perfected by those that 
know what music is. If players take 
into account what the [their] 
predecessors have discovered, both in 
inventing instruments as well as 
musical excellence, and if they are 
willing to work [hard], they will 
go beyond all of them because they 
have the benefit of the wisdom of 
those who came before as well as 
their own. Thus, no one should 
despise work nor think that all of 
the marvels of music have been 
discovered, nor be so sure of his own 
understanding and knowledge that 
he comes to think that nothing is 
possible except that which he 
already knows. Instead he should 
recognize that we know very little 
about music and even of what has 
been discovered ([and] written by 
serious authors both Latin as well as 
Greek) much of it we do not know. 
For the last eight years, 1 have been 
mostly occupied with studying the 
said authors, and I am filled with 
wonder [at] all the good things that 
they have left us in music, which 
before then (even though I 
considered myself a practicing and 
theoretical musician) I did not 
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vihuela no estuviere unisonus con la 
primera: no se movera la paja que 
esta encima de las cuerdas de la 
primera vihuela, y en allegando a 
ser unisonus tiembla la paja: porque 
se menea la cuerda. Un maistro 
diego que en valencia  hazia 
instrumentos: templava las dichas 
vihuelas sin poner la paja encima de 
alguna. Templando la que queria, y 
mirando la otra que templava 
(dizen) que la otra templada hazia 
sentimiento. Por experiencia se ha 
lo sobredicho alcangado: pero en 
ningun autor he hallado razon deste 
primor: aunque de proposito lo he 
buscado. La causa dello sera la 
conformidad y concordia del 
unisonus. Es tan amiga naturaleza de 
la semejanga, que aun las cosas 
insensibles (como son las cuerdas) se 
gozan con ella. 
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know, nor had I seen nor thought 
such things were written. 

“In this book I have not 
presented everything that 1 have seen, 
but only specific things that seemed 
to be relevant to the present 
discussion, hoping that I would 
find time for the rest. One of these 
things is: If one wants to tune two 
vihuelas in unison, either being 
alone or out of curiosity, tune one 
of them first as you like, and, [once] 
in tune, place it on a table. Place a 
very thin piece of straw on top of the 
strings, and take the other vihuela 
and tune it. You will find from 
experience that anytime the second ` 
vihuela is not in unison with the 
first one, the straw that is on top of 
the strings of the first vihuela will 
not move, and as it comes closer to 
being in unison, the straw trembles 
because the string vibrates. A teacher, 
Diego, who made instruments in 
Valencia, tuned the said vihuelas 
without putting the straw on top of 
either. While tuning the one he 
wanted, he looked at the other one 
that was [already] tuned, and when 
the one that he was tuning got closer, 
(they say) the other tuned one became 
animated. The above has been tested 
by experience, but I have not found a 
reason for this marvel from any 
author, though 1 have looked for it 
purposefully. The reason for this 
must be the likeness and 
concordance of the ^ unisons. 
Similarity has such a friendly 
nature, that even inanimate objects 
(like strings) rejoice in it. 
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DE LA VIHUELA DE SIEPTE 
ORDENES QUE SE TANGAN 
TODOS LOS SEMITONOS. 
CAPITULO LXXXV]. 


Segun tengo entendido, y practicado 
en los capitulos superiores la 
vihuela de siepte ordenes puesta en 
el temple de las siepte deduciones es 
perfecto instrumento mas que la 
vihuela commun, y poniendo ahora 
los trastes en nuevo modo y manera, 
haremos que en cada uno de los 
dichos trastes tenga todas las seys 
bozes, que es lo sobredicho poderse 
tañer todos los modos por cada uno 
de los trastes, y tafierse todos los 
semitonos: sera perfectissimo. El 
modo que en este pusiere de poner 
trastes: no servira para sola la 
vihuela de siepte ordenes, sino para 
todo instrumento de cuerdas y 
trastes. Notad las reglas y avisos 
siguientes. 

Tomad en una regla bien labrada y 
derecha el tamaño de las cuerdas de 
vuestro instrumento, y hazed una 
linea derecha sobre la regla: por la 
qual lleveys el compas en los 
repartimientos que hizieredes, y 
porque mejor se entienda: lo yre 
practicando en las lineas puestas en 
el margen desta pagina. La vihuela 
que yo quiero entrastar tiene las 
cuerdas del tamaño destas dos lineas. 


C 


S 


D B F 
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ON THE SEVEN-COURSE 
VIHUELA ON WHICH ALL THE 
SEMITONES ARE PLAYED 
CHAPTER 86 (FOL. 109) 


As I have explained and 
demonstrated in the above chapters, 
the seven-course vihuela, tuned to the 
seven hexachords, is a more perfect 
instrument than the common 
vihuela, and now, by placing the 
frets according to a new method and 
procedure, we will make each of the 
said frets have all six notes [of the 
hexachord], which means that all of 
the modes can be played on all of the 
frets, and all of the semitones can be 
played; thus it will be most perfect. 
The method that I explain in this 
[chapter] for placing the frets will 
work not only for the seven-course 
vihuela, but for all stringed and 
fretted instruments. Note the 
following rules and instructions. 

On a well marked and straight 
ruler, measure the length of the 
strings of your instrument, and 
[draw] a straight line [with] the 
ruler, on which you will [keep track 


of] the calculations for the 
divisions that you make. So that it is 
better understood, I will 


demonstrate it as I go on the lines 
placed in the margin of this page. 
On the vihuela that I want to fret, 


: G 
e — — A ——————— — 
* H * 


F 


i 


ae 
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Es pues la cuerda desde la h, hasta la 
I: la qual divido en quatro tamaños, 
y con uno alcanga desde la h, a la c, la 
qual c, es el quinto traste. Divido 
otra vez desde la 1, hasta la c, en otros 
quatro tamaños y alcangara con los 
tres a la f, y sera decimo traste. Estos 
dos trastes son fundamento de toda la 
vihuela. 

Si en el instrumento cupieren doze 
trastes con los quatro primeros 
compases sacareys el traste dozeno, y 
sera con los dos tamaños que 
allegara ala g: donde es el dozeno 
traste. Esto hecho divido toda la 
cuerda en nueve tamaños y con ocho 
allegara a la A, y divisa otra vez 
desde la | hasta la A, en nueve 
tamaños, allegara con ocho a la & 
Pues quedan dos sesquioctavas en esta 
cuerda una desde la h, hasta la a y 
otra desde la a, a la 4, y porque son 
muy subidas dos sesquioctavas para 
una tercera mayor: es menester 
preparar la dicha tercera con quitar 
cierta quantidad a cada una de las 
dos sesquioctavas, y puesto el traste 
segundo en la primera sesquioctava 
preparada y el quarto en la segunda: 
con estos dos trastes preparados 
sacaremos todos los demas. Hazed 
una division desde la l, hasta la h de 
cinco tamaños y con quatro 
allegareys adelante de la señal de la 
& La distancia que ay desde la 5 a la 
sobredicha señal es una comma, la 
qual se divida en tres tamaños, y 
dexando los dos a la parte de la h, 
que es la cejuela de la vihuela: 
hareys una señal quedando el un 
tamaño cercano a la & la qual señal 
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the strings are the length of these 
two lines. The string, then, is 
from Ato £ It is divided into four 
parts, one of these parts extends from 
h to G c being the fifth fre?! I 
divide again from / to c into four 
parts and three of these parts will 
reach f which will be the tenth 
fret. These two frets are the basis 
for the entire vihuela. 

If twelve frets fit on this 
vihuela, from the initial division 
into four parts you will get the 
twelfth fret, and two of these parts 
will give you the g where the 
twelfth fret is.” Having done this, 
I divide the entire string into nine 
parts and eight of them will give 
the A, and dividing again from the / 
to the A into nine parts, the eighth 
will ‘be the & Thus we have two 
sesquioctaves on this string, one 
from the h to the æ and the other 
from: the æ to the 4, and since two 
sesqioctaves are too high for a major 
third, it is necessary to adjust the 
said third by taking a certain 
amount off of the two sesquioctaves, 
and [then], having placed the second 
fret in the first adjusted 
sesquioctave, and the fourth fret in 
the second, from these two adjusted 
frets we will calculate all the other 
[frets]. 

Make a division of five parts 
from the ¿to the 4, and the fourth 
will be just before the} mark. The 
distance from the 4 to the above 
mark is a comma, which is divided 
into three parts, and leaving two 
[parts] on the side of the, which is 
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sera el quarto traste. Sea divisa la 
cuerda desde la |, hasta este quarto 
traste en ocho tamaños, y donde 
alcangare con uno hazia la h: hareys 
una sefial, y sera un poco adelante la 
a. El spacio que ay entre la dicha 
señal y la a, se divida por medio y la 
señal que en este medio se pusiere 
sera el traste segundo. Desde este 
traste segundo se divida el resto de la 
cuerda hasta la l, en quatro tamaños, 
y en el punto primero de la division 
sera el traste septimo. Hazed otra 
division de quatro desde el quarto 
traste hasta la l, y en el punto 
primero de la division poned el 
traste nono. 

Los trastes ya puestos son del genero 
diatonico, y afi llevan las letras 
musicales. Faltan por poner quatro 
divisiones de tono y sera primero, 
tercero, sexto, y octavo trastes, y 
sacarse han en la forma siguiente. 
Dividase desde la 1, hasta el decimo 
traste en dos tamaños, y donde 
alcangare con uno hazia la cejuela 
sera el traste tercero. En quatro 
tamaños se divida desde el dicho 
traste hasta la 1, y en el punto 
primero de la division sera el 
octavo traste. Para sacar el traste 
primero y el sexto son menester 
algunas divisiones perdidas. Sacad 
una sesquioctava desde el traste 
quarto hasta la ], y donde alcangare 
la sobredicha sesquioctava hazed una 
señal. Luego dividid desde la l, 
hasta el segundo traste en cinco 
tamafios y donde alcangaren los 
quatro hareys una sefial y sera un 
poco adelante de la otra de las dos 
sesquioctavas hazia la  cejuela. 


the nut of the vihuela, you will find 
a mark which will be one part 
[away] from thet: this mark will be 
the fourth fret. The string is [then] 
divided, from the / to this fourth 
fret, into eight parts, and where one 
part falls, [going] toward the 4, 
make a mark which will be slightly 
in front of the z. The space between 
the said mark and the a is [then] 
divided in half, and the mark in the 
middle will be the second fret. 
From the second fret, one divides 
the remainder of the string toward 
the / into four parts, and the first 
point of the division will be the 
seventh fret. Make another division 
of four [parts] from the fourth fret 
to the 4 and on the first point of the 
division, place the ninth fret. 

The frets that have just been 
placed belong to the diatonic genre 
and thus use the musical letters. The 
four semitones still have to be 
placed, which will be the first, 
third, sixth, and eighth frets, and 
they should be calculated in the 
following manner. Divide from 
the /to the tenth fret into two parts, 
and, one of these parts [turning] 
toward the nut will be the third 
fret. Divide from the said [third] 
fret to the / into four parts and the 
first point of division will be the 
eighth fret, To calculate the first 
and the sixth frets, a few 
hypothetical divisions? are 
needed. Measure a sesquioctave 
from the fourth fret to the 4 and 
where the said sesquioctave falls, 
make a mark. Then divide from the 
¿to the second fret into five parts, 


130 


Divisa en tres partes la distancia de 
las dos señales en la primera cercana 
al setimo traste, sera el sexto. 
Dividase desde la l, hasta este sexto 
traste en tres tamaños, y donde 
alcangare con el quarto sera el traste 
primero. Estos trastes quedan ahora 
en tal disposicion y con tan gran 
artificio que todas las quintas salen 
perfectas, y todos los semitonos se 
tafieran, y todas las terceras. 

El que deste artificio uviere de usar 
tenga aviso quando templare en 
vazio la tercera con la quarta en la 
vihuela commun de seys ordenes, que 
suba la dicha tercera todo quanto el 
oydo la pudiere sufrir. Digo mas, 
que al afinar de las cuerdas las suba, 
o abaxe segun que ellas pidieren y 
no toque en los trastes. El que el 
sobredicho modo de preparar las 
sesquioctavas supiere exercitar en el 
hazer del organo: sacara el organo 
que se tangan todos los semitonos. Y 
notese, que aunque son menester 
muchas cosas para que en el organo 
se tangan todos los semitonos: la 
potifima y principal es la 
sobredicha preparacion, de quitarle 
alos dos tonos primeros la tercera 
parte de la comma. Y si la mitad de 
la comma se fuere quitada a la 
sobredicha tercera mayor quedaran 
mas sabrosas todas las terceras 
mayores, y sera tan pequefia la 
perdida de las quintas, que el oydo 
las juzgara por  consonancias 
perfectas. 
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and at the fourth division, you will 
make a mark, which will be 
slightly in front of the two 
sesquioctaves on the side of the 
nut, Having divided the distance 
between the two marks into three 
parts, the first [part] toward the 
seventh fret will be the sixth fret. 
Divide from the ¿to this sixth fret 
into three parts, and where the 
fourth part reaches, will be the first 
fret. These frets are now arranged 
such and with such great artifice 
that all the fifths are perfect, and all 
the semitones can be played, as well 
as all the thirds.” 

The player who uses this 
system, should be advised that when 
you tune the third string to the 
fourth on the common six-course 
vihuela, you should raise the said 
third string as high as your ear 
allows. Moreover, when tuning the 
strings, you should raise or lower 
them as needed but not touch the 
frets. If one knows how to apply the 
abovementioned method of 
adjusting the sesquioctaves, one 
will be able to make an organ on 
which all the semitones are played. 
And please note that, though many 
things are necessary for the organ to 
be able to play all the semitones, the 
most important and principal one is 
the above adjustment of taking a 
third of a comma off of the two 
first whole-tones. And if half of a 
comma were taken off this major 
third, all the major thirds would be 
more pleasant, and what was taken 


off the fifths would be so slight that 
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the ear would consider them perfect 
consonances. 


NOTES 


! ie. they change the names of the notes: transpose the music. 

2 The letters being those of the diatonic scale, G a F, from Greek music theory, 
which is a continuum and, in theory, can repeat infinitely. 

> This circular motion to which Bermudo will often refer is an equation of the tenth fret 
on the vihuela as the lowered seventh degree of a scale starting on the pitch of the open 
sixth string. Thus the tenth fret is a shales before the starting pitch (the open sixth 
string). In this case, since the sixth string began on f, the tenth fret cannot be e natural, 
since this would be the leading tone to f; it should be e, the lowered seventh degree. 

Here “tune” does not imply a definite pitch, but rather stretching the string to the 
correct tension so that it is in proportion to the other strings. 

Number here refers to the actual number of the string: six is larger than one, thus the 
sixth string is lower than the first. 

Higher and lower positions refer to the position of the strings as the instrument is held 
in performance. 

As seen in the introduction, letra (as opposed to boz) refers to the letters of the diatonic 
scale indicated by the letters G A (b) & C D E F. These represent something like the idea 
of the fixed pitch when combined with the bozes or solfege syllables (G us, A re, etc.). 

See discussion in the introduction on solmisation, pp. v-vii. 

? "The hand being followed" meaning the Guidonian hand, refers to the disposition of 
whole and half-steps. : 

Annoni (“Tuning, temperament and pedagogy in Juan Bermudo's Declaracion de 
instrumentos musicales" Ph.D. diss., Ohio State Univ., 1989) understands Bermudo's term 
temple to mean template (seven templates for the seven vihuelas). But temple implies 
stretching the string to a ‘correct’ tension, thus the word os d has been chosen. 

5 Say the gamut,” that is, say the solfege syllables of that particular scale or gamut. 
e You will have said all of the 20 notes of the Guidonian system. 

The frets on the second through sixth strings above the fifth fret, which duplicate the 
notes of the diatonic scale. 

ie. with f fa ut, the scale ends on the step before the starting note (G sol re ut). 

Here it does not seem that the word final indicates the finalis of a specific mode but 
rather the first (lowest ——final) note of the instrument. 

Since the notes gamut, E fa ut, etc. refer to notes with relative height, Bermudo is sayin 
that if one uses, say, the vihuela in gamut because the notes of the vocal original lie wel 
but the range is wrong, one could use the octave, which is g sol re ut. See discussion in the 
introduction regarding the seven imaginary vihuelas. 

Here the phrase nascimiento de [la cuerda] indicates the nut of the vihuela, whereas 
later, in the Ferias section (chapters 75-86) this phrase will refer to the bridge. 

That is, the vihuela on a re begins with the sixth string tuned to a re and the diatonic 
frets, where the letters are placed, correspond to the scale or gamut that proceeds from a 
re (a, 4, c, d, e, f, g). 

4 mi is the equivalent of b natural as opposed to b fa, which would be b flat. 

Bermudo goes to such lengths to explain this Cf because it is not considered a note in 
and of itself, but a feigned note or ficta. Due to the configuration of the vihuela (with a 
major third between the fourth and third strings), if one is to begin the sixth string on Bh, 
altered notes or ficta become necessary. 

He says ‘e’ but obviously means P. > 

Bermudo is speaking of polyphonic vocal models which one will want to intabulate for 
the instrument. 
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2 If the frets are adjusted correctly for each mode and scale, then the player is really not 
transposing, because he is imagining the instrument to be tuned at whichever pitch 
corresponds to the mode being played. 

% The frets are made of gut string and tied to the neck of the vihuela. The frets closer to 
the nut should be thicker than the frets farther from the nut. 

?5 acostado: that the neck should come into the body of the vihuela at an angle toward the 
back of the instrument. 

% The reference here is to scordatura rather than imaginary pitch levels. 

27 Luys de Guzman, vihuelist and possibly lutenist from Granada. Guzman reported] 
died in 1529, at sea. See Bartolomé José Gallardo, Ensayo de una Biblioteca Espanola de 

Libros Raros y Curiosos, vol. 1 (Madrid: Rivadeneyra, 1866), p. 870 and also John Roberts, 
“The Death of Guzman,” Lute Society Journal, 10 (1968), pp. 36-7. 

28 That is, he will be able to play improvised works as well as intabulations. 
? Possible” refers to the possibilities of new tunings which the player can invent as 
discussed in the previous Saper 
That is, using six strings on one of the larger instruments of the guitar family. 
?! The highest of a family of instruments. 
2 See introduction, pp. vii-ix. 
2 The drawings of ile vihuelas are provided in the fretting section, chapters 80-81. 
% The signs are the natural (sharp), and flat, b. 
% This note on the organ would be E instead of Di as it is here. 
% See chapter 59 above. 

? ie, imagine the names of the notes that are outside of the common hand by the names 
of the corresponding notes an octave below. 

? In Chapter 19 of Book II, Bermudo explains that he augmented the range of the 
common organ from C' to a,’ to C’ to bi’ (from twenty-seven notes to twenty-eight). He 
does not claim historical precedence, since he admits that the organ in Baeza has a range 
of twenty-nine notes, but simply that the common range should be extended by one note 
in order to encompass four octaves. 

% By ‘ditone, a major third is meant, by 'semi-ditone,' a minor third. 

“When referring to the lowest string of the guitar, Bermudo alternates between calling it 
the fourth and calling it the fifth. It is clear foa his discussion, though, that he is talking 
about a four-course instrument. Perhaps his use of the word “fifth” refers to the passage 
below regarding the double course on the fourth string called ‘requinta’ because, 
according to his interpretation, it was perhaps formerly tuned to a fifth instead of an 
octave or unison. 

' Bermudo literally says string, but it seems that here he is talking about a course of 
strings. 

A ple tuning would be c/c; f/f; a/a; d'. 
% Genesis 4:21. Tubal-Cain, descendant of Cain, was actually the father of all people who 
worked with iron. His brother Jubal, with whom Bermudo probably confuses him, is the 
father of all who played the lyre and pipe. 

Boethius Anicius Severinus, De musica [ca 500]. 

5 Late first, early second century Greek arithmetician. Nicomachus Handbook of 
Harmonics (Encheiridion harmonikes) is a summary of a longer work based on Pythagorean 
doctrines. Boethius' De musica, is responsible for transmitting his works in the Middle 
Ages. 

M polyphony 
47 Again, here the original reads “fifth”. See note in previous chapter regarding this 
substitution. 

i.e. they form a consonance. 
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% Proverbs 1:5, "A wise man will hear, and will increase learning; and a man of 
understanding shall attain unto wise counsels." or Proverbs 9:9, "Give instruction to a wise 
man, and he will be yet wiser: teach a just man, and he will increase in learning." 

A diatessaron or perfect fourth should ordinarily be formed on five frets. 

5! In Bermudo's consorting, the "first" instrument is the lower. 
52 See Ch. 54 (fol. 913. 

? ie. broken consorts. 

54 Enriquez de Valderrábano, Libro de music de vihuela, intitulado Silva de Sirenas 

(Valladolid, 1547). According to Bermudo, he was in the service of the Count of 

Miranda, to whom Silva is dedicated. He also praises him as one of the best vihuelists, and 
his intabulations as the most exemplary. Book four of Siwa has four-, five-, and six-part 

intabulations in table book format; that is, two facing pages printed in opposite directions. 
55 Polyphonic vocal music in partbook or choirbook format. 

This seems to point to a process where the player would first put the voice parts into 
score, and do the tablature directly below the voices. Ward ("La vihuela de mano and its 
music 1536-1576," Ph.D. Dissertation NYU, 1953) says, "No source suggests scoring the 
voice-parts prior to ciphering" but below Bermudo instructs the intabulator to place the 
alto together with the treble, which suggests that the parts are scored. A more detailed 
description of the process of intabulating, given in the organ section of Book IV, chapter 
42 (fol. 83), shows the incipit of a four-part work with the keyboard tablature below, then, 
for reasons of economy, only the tablature. 

ie. if the note is on the second fret of the fifth string, place the cipher “2' on the 
tablature line representing the fifth string. 

58 1n Book Il, Ch. 20 (Del Compas de canto de organo), Bermudo says compasete is the same 
as compas menor, which means it is in divisions of semibreves; i.e. alla breve. 

s i not seem to have been a widely used method of indicating the placement of 
the clefs. 

° The natural modes are the eight modes with their true finals and ranges (not 
transposed: ie. first and second modes on D, third and fourth modes on E, etc.), 
different from the accidental modes which are transposed. 

! ie. transposed. 
€ This way of determining which of the seven vihuelas to intabulate for is the first and 
simplest (as is his usual method of presentation: simple to complex) In the next 
paragraph, however, Bermudo overrides this recommendation with another, more 
complete, but more complicated one. 

6 The second recommendation seems to contradict the first, but more likely, Bermudo 
intends these recommendations as a sequence, each one refining the intabulation more. 
** Bermudo is referring to notes like C fa ut and C sol fa ut which are octaves, but are 
considered different notes or signos. If the piece is notated in the fourth mode on c sol fa 
u£, none of Bermudo's seven drawn vihuelas correspond to this note name, so one must 
use the vihuela in C fa ut, the octave below. 

? These are chapters in the same Book IV, in the section “On playing the organ," where 

cta and conjunctae are discussed. 

ie. combine the unison voices into a single note. 

7 Here it is not clear if Bermudo is still talking about two unisons, or any two notes that 
are too far apart to be played comfortably. It seems the latter is the most likely, in which 
case he is describing split courses. Instead of playing the lower note on a lower string, 
stopped, Bermudo says to play it on an open string, and play the higher note on the second 
string of the same course, stopped. 

There is no mention of how to indicate the tenth fret. Normally this was done with a 
Roman numeral, to avoid the confusing double digits with either one or zero. This is 
discussed in the following chapter (chapter 72). 
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® Tf one were singing, there would be no syllable to sing, the second of a tied note would 
not be pronounced. Literally, "it is finished’ on the beat of the note to which it is 
reacted, 
” These guide dots, used to indicate that two or more ciphers should be plucked 
simultaneously or that a particular cipher goes with a specific rhythmic sign above the 
tablature, should be placed between the tablature lines. They should not be confused 
with the dots of rhythmic augmentation which should be placed directly on the tablature 
lines (not in between). 
A Juan Vasquez (c21510-1560), [26] Villancicos i canciones (Osuna, 1551); Recopilacion 
de [67] sonetos y villancicos, 1547. Vasquez’ villancicos are intabulated in most of the 16th 
century Spanish vihuela publications. Á reference to Balthazar Telles, found in Joaquim 
de Vasconcellos, Os musicos Portuguezes (Porto, 1870) indicares that he was connected to 
the University of Coimbra. See John Ward, “The vihuela de mano and its music," p. 213. 
de Literally “empty” (vazio) and “full” (lleno). 
73 This refers to text underlay which might be an even more confusing issue when the 
voice part is notated in the tablature. Bermudo also deals with this issue in chapter 71. 
Here Bermudo specifies musico, not tañedor, meaning a more knowledgeable, 
theoretical musician rather than a player. 
ie. that the voice part to be sung is not always present in the tablature, since it is notated 
above on a staff. 
76 Valderrábano, Silva de sirenas (Valladolid, 1546); Miguel de Fuenllana, Libro de musica 
para vibuela, intitulado Orphenica Lyra (Seville, 1554). 
Diapason in the original, the Greek term for both the octave and the diatonic scale. 
78 Literally "strips"— i.e. the tangents that divide the string, producing the proportional 
string lengths. 
For consistency, the theoretical terms have been maintained. A semiditone is a minor 
third, a ditone, a major third, etc. 
? The distances and ratios become smaller as the string length gets shorter. 
See introduction, pp. xv-xvi. 
? The instructions given here for fret ten are reversed later in chapter 77, but the end 
result is the same: 16:9 for fret ten. 
55 See Book IV, organ part, chapters 3-10, especially chapter 9. See also introduction, 
.xvi-xvii. 
ie. mathematical calculations 
35 Bk. IV, chapter 15. 
86 : ; s A 
New in this case does not mean an instrument that has recently come into popular use, 
but rather, a completely new one, invented by Bermudo. This is his seven-course vihuela, 
tuned to the deductions or hexachords. This instrument requires seven strings to give it 
the same range of the common vihuela. It should not be confused with the seven-course 
vihuela used, according to Bermudo, by Guzman where an extra course is added to the 
commonly tuned vihuela, extending the range. Bermudo's vihuela, rather, is born of his 
guest to make the vihuela work as well as possible with Pythagorean tuning. 
Bermudo means a placement in which the whole tone is divided in half musically 
rather than arithmetically. 
95 ft is implied here that the vihuelists of his time did not usually distinguish between the 
diatonic (minor) and the chromatic (major) half-steps, but instead ied in some sort of 
equal temperament. 
99 Without stating it explicitly, he seems to be saying that, though it is a good skill for a 
layer to be able to place his frets in this kind of equal-temperament, it is still not ‘perfect’ 
þeas it goes against the theory of Pythagorean tuning, where equal semitones are not 
possible. Bermudo’s point of departure is that frets should be placed according to 
calculations rather than by ear. 


BERMUDO's *ON PLAYING THE VIHUELA" (1555) 135 


?? Fixed because the frets do not need to be moved as with the other vihuelas, because 
there will be no problem of “missing” half-steps. 
e correct intervals of each of the hexachords can be played on all of the frets of all of 
the strings. 
% The Es of b fa mi refers to Bh. 

Bermudo here is trying to maintain the unequal division of whole-tone as in the 
Pythagorean system. See introduction, p. xviii. The standard whole-tone divisions on the 
monochord would be Gi, Bb, Cj, Di. 
%4 ie this would be a Bi on the F strings (strings 5 and 2), a dion the G strings (7, 4 & 1), 
and an fj on the C strings (6 & 3). 
? Jacobus Faber Stapulensis. Musica libris quatuor demonstrata (Paris, 1496). He is also 
referred to as Etaples, Stapulensus, Faber, (Fabro), Lefevre c.1455-1537. For Boethius, see 
above, Chapter 66. 
?6 Boethius and Stapulensis did not explain how to place frets on a vihuela, but rather the 
divisions of a monochord. Bermudo is applying this to the vihuela. Likewise, Bermudo 
intends the reader to carry out the procedures on a drawn line, and then transfer these to 
the neck of the vihuela. See above, chapter 75. 
?7 That is, all 20 notes in the Guidonian system. 

See above on Stapulensis. 
? The reason that so many modal transpositions can be played on Bermudo's “new” 
seven-course vihuela is that there are fewer instances of "missing notes" where a given fret 
is set for the mi tuning, but some of the strings require a fa on that fret. On the new 
seven-course vihuela, the strings are tuned to the hexachords, thus nearly all the strings 
will require the same accidental, (either mi or fa) on a given fret. 
1% This alternate fë fret will then have a ratio of 256:243. 
101 Martin de Jaén and son Fernando de Jaén, vihuelists at the court in Granada. See 
introduction, p. lil. 

* Recogida— The left hand does not need to make a lot of extensions. 

3 The conjunctae or conjuncts are the altered notes that join” two separate hexachords. 
Synonymous with musica ficta. 
1% He is calling this note between G and A the fifth conjunct, but perhaps he means the 
fourth. In book II, chapter 12, where he lists the conjuncts, the fifth is between d la sol re 
and e la mi. Both Ornithoparchus and Anonymous XI say that the A^ to which Bermudo 
refers is the fourth conjunct (the fifth being the sharp between C and D). Andreas 
Ornithoparchus, Micrologus, or Introduction: Containing the Art of Singing (London, 
1609), p. 24; Anonymous XI cited in Gaston Allaire The theory of Hexachords, Solmization 
and the Modal System (American Inst. of Musicology, 1972), p. 38. 

> Andreas Ornithoparchus, Micrologus, or Introduction: containing the art of singing. 
Trans. John Bowland (London, 1609; facsimile reprint, Amsterdam, 1969). 

i.e. just as sometimes the B is altered to be fz instead of mi, so in transposed modes, 
one sometimes alters other notes. 
107 You can play the note in one position as fzand in another position (on another string) 


as mi. 
1% Here Bermudo seems to be using the word unison to refer to the two chromatic 
alterations between G and A: Gi and Ab. Perhaps he means that in each case you have two 
strings where the note is mi, of two where the note is fæ. Thus "two unisons.” 
ea ‘Granjear’, literally to capture or obtain. 

For one of the “imagined vihuelas,” if the frets are set to correspond to the scale of G 
or G, then if one imagines the vihuela to be in 5i, the semitone frets do not correspond. 

"The “diatessarons of the third species” would be the tetrachord of two tones and a 

semitone. . f . 

“No note" refers to the fact that on the third string, ninth fret, there should be a fi, but 
this fret is set for fa (GP). 


Thus, we are placing the third fret as 9:8 above the first fret which was set as mi. 
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1^ See diagram. If the fourth fret were the sharp of the note on the third fret, then the f 
on the third string would not be an octave from the note on the first fret of the fifth 
string. This problem does not occur for any of the other notes, except the a-flat of the 
fourth string, first fret, which has no octave equivalent. 

His drawings of the fretting schemes for his seven vihuelas. 
116 That is, the difference between the Bb of the fourth string and the Ad on the third 
string, is a comma. 

7 Another example would be (vihuela in gamut) the Gł on the fifth string, eighth fret 

which. should have its unison on the fourth string, third fret, but this fret is fa. 
118 In the drawing at the beginning of Chapter 54. 
112 That is, the modes, not transposed, beginning on their corresponding 7 diatonic 
pitches: first mode on D, second mode on A, third mode on E, etc. 
2 “obra natural" and “notes que puntado estuviere"— have been elided into “the piece as 
it is notated,” implying the exact pitch level of the notated piece. 
?! Literally “make the piece accidental.". 
122 The “true sixth mode being hypolydian, equivalent in the placement of half steps to 
our major mode; ‘what is commonly sung as the sixth mode’ refers to a contemporary 
practice which Bermudo scorned of singing the seventh degree flat, thus making it a kind 
of transposed mixolydian. 

In the original it seems that Bermudo’s pen slipped, saying that the mi fret is the one 
closest to the nut (ceja). 

By varying the pressure of the fingers. 
12 Tr is unclear why Bermudo, at the last moment, throws out the seven-vihuela system 
and says to move the music for the vihuela. Possibly he intends this as a segue to his equal 
temperament discussion. 
The sesquioctave proportion is that of 9 to 8, or the whole-tone. 
For more detailed discussions of these keyboard instruments made according to his 
a cari Bermudo (Book IV, Ch. 27, fol. 27) refers the reader to the sixth treatise of 
the sixth book of the same Declaracion which was never published. 
1% This refers to the knot where the string is tied to the bridge. 
122 This would be a guitar tuned to F, G, c, P, g 
130 Meaning that the string of his vihuela is as long as these two lines put together. This is 
still quite a short string length. The book is obviously not big enough for one line of the 
length of a vihuela string. 
f hus, hc is one-fourth of the string length and the ratio of hl (total length) to lc 
(sounding length) is 4:3, a perfect found. 
132 ie, 4:3 x 4:3, or 16:9. 
133 These two frets, then, the fifth and the tenth, are the only two diatonic frets placed at 
simple string-length ratios, the rest will be tempered in varying degrees or derived from 
tempered frets, resulting in a form of equal temprament. 
154 Though Bermudo is using the letters of the diatonic scale for the vihuela in gamut (i.e. 
G and A), he is still referring to points on a line from which he will make future 
calculations, and not yet icta placing frets. 

Divisiones pde divisions that are only for calculations and will not all be marked 
on the string for frets 

"The two sesquiotaves on the side of the nut" refers to the Pythagorean placement of 
the fourth fret, which is two whole-steps, sesquioctaves, or 9:8 proportions. 
137 The fifths are actually not perfect— Ue Rae ust been tempered, but the thirds are 
closer to the true 5:4 proportion. 
3 “Adjusting the sesquioctaves” amounts here to tempering the thirds. 
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